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can secure that coveted Diploma or Degree right in. your own home, as many _ other 


fl 


shed teachers and musicians have done by taking our Extension Courses. 
ut a few of many thousands of similar ones in our files: 


The following letters 


HE PROOF OF THE PUDDING! 


Pople High School Credits 
Seay Sa the Diploma in Harmony. Let me say that during the time I was 
aur Course, I took three examinations, offered here by the Dba moots Music 
Association, in Piano, History of Music and Harmony. I passed all three 
a ceftificate. This means that pupils of mine can pass and get high 
for work done with me. T]*: i; but one of the results of taking your 

ony. 
. AvpHA H. Lienwarp, 


Her Class From 40 to 63 Pi ws 
that the satisfied pupil is the bd 
%, ny pupils and that always bring 
“Sherwood Normal Course aftef 
“else my opinion of your Exten 
; Jesste E. H. Petrerson 


ccepted in States 

id require much time and spaq 
c 901 Music Course by Francis 
ficial. None of the essentials | 
Phe credits received from the 
ccepted in the States in which 
as Music Supervisor, all due to 


i754 
\ 


drich Ave., S., Minneapolis, Minn. 


Metisement I have. I am giving better 
Semcial increase. The fact that I have 
ts of experience, tells better than 
mes for an established teacher. 
‘Wellington St., Dundas, Ontario. 


ay all the good things concerning the 
I find this Course very thorough 
m® omitted in the preparation of this 
me Extension Conservatory have been 
Btaught. At present I am holding a 
ting received from you. 
EPOMBLESON, Loup City, Nebraska. 


World of Difference in His P 
1owledge [ have gained from y 
nly improved my playing immen# 
nders how I make an organ sou 
of Harmony, Instrumentation, e 

of difference. ry 


Meny Course as far as I have |gone 
has made me a “top man.” Every- 
ent from other organists. I apply 
music and have found they make 


A. A. LACHANCE, 1eridan, South Manchester, Conn. 


» Progress 

Seeeare of more value than I can state. 
ess of the children. Special points 
one Development. 

‘s MAxwetLt, Mantin, Michigan. 


endent of Schools Marvels at 
sons of your Public School Musi 
srintendent of Schools marvels at 
alue are Ear Training, Enunciatif 


jloma Indorsed by Secretary of 

ou for my Diploma. It was im 
I had taught for six years be 
systematic course to follow. 
THA GUERRERO DE RAupALEs, No. 


Budorsed by the Secretary of State 

Meeng with your school, but had not 
Hse has solved my problem. 

meth Dearborn St., Chicago, 111. 


ourse Greatly Improved Playing 
se the last exatninations on the V 
mteresting throughout. It has 
if I had taken lessons froma 
bier RAY 


ourse and want to say that I found 
Syed my playing more in these eight 
ite teacher for three years. 

fepEROD, Ladysmith, B. C., Canada. 


Murse 
Ome! xpression, Sight Reading, Ear 
BeeSher wood imeh. Course is 


ter Than The Sherwood N 
lems such as Melody, Harmony 
1d the knowledge of technic 

had 9 pupils when I started 
|S Mrs. Frep Bartow, 301 


: of Herself i 
3 iano and Harmony Coursé Wen 1 Mav TU © Des 
; red. They are making me an authority, as before I always felt just 
myself. You should use lists of teachers in the various states and show 


“your courses are. Every teacher needs them. 
ma 6 Mrs. Craupe C. Brant, 198 Butler Court, Akron, Ohio. 


5 Mail the Coupon Today 


ersity Extension Conservatory 
LANG 


Y AVENUE and 4list STREET 
24 CHICAGO, ILL. 


It Is Different Now 


For the past 28 years I have written marches and other compositions. They have 
been played by the best professional musicians and I have had the pleasure of hearing 
them over the radio, but with that uncertain feeling—“I wonder what a. first-class 
arranger thinks of the arrangement.” Now I can arrange a melody that will stand 
criticism. Your Harmony and Composition Course hagijgmmmm me that thorough 
training I needed. I recommend yours as an outstanding @aguee>f music. 

Cuar_es Fremiine, Band and Orcheg? Pector, Buhl, Minn. 


B 


Teacher in Convent Praises Courses ie: 

As a graduate of your Harmony, History and Advance nposition Courses, I 
want to say that I’ think they cannot be improved upon. %@g@ee they are not in any 
way a short road to success, they surely are a safe one. t that this year will 
bring you a large class of eager new students and that th@igeg enjoy the work as 
much as I did. i 


Sister M. Aenita, 60 Broad », Providence, R. T. 


‘Aiusic Clubs, 

el that it is not only 
nor. I have taught 
val Piano Course an 


From the Chairman of Education, Oklahoma Federaticg) 
I have enjoyed the Teachers’ Normal Course very much @ 
a great opportunity to study Mr. Sherwood’s Methods, butjays 
music for more than 15 years and consider the Sherwood 
ideal one for teachers. 


Mrs. Ips Rockert = ourton,. Oklahoma. 


Doubles Classes in a Year a . 
q 


The Sherwood Normal Piano Course has taught me many? int 
learned before—things that my private teachers had never thought mentioning. 
MarTHaA ABU. Pekin; Nu D, 


, fra > 

These teachers and musicians are but a few of the thqi@iigds who endorse and 
recommend our courses. The training and increased musi®al knowledge they have 
received from the University Extension Conservatory has meant higher standing in 
their profession, greater efficiency, and increased earning pow-r, Your experience 
should be the same. 

Do not merely WISH for larger classes and greater finas uj gain—resolve today 
that you will achieve these worthy ambitions. For 25 yea his great school has 
been helping ambitious teachers and professional and amat.w® musicians to greater 
success. You can safely follow the sure way that has been) well guideposted by 
those who have given their testimony here. Ne, 

Check the coupon and send it back to us at once. \W@ 9) =mmediately send you 
full details of our Courses and Methods, together with) a er of sample lessons 
from the Course which interests you most. There will 0% »bligation. Write us 
a letter about your own musical problems—pefhaps v7 ca @e you solve them. 


{_ . a ) ee 


UNIVERSITY EXTENSION CONSERVATORY 
Langley Avenue and 41st Street, Chicago, 


Please serid me catalog, g 


ing course I/+nave marked wa 
“ee a 


‘as os ) pe 5 ts 
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ox 


Bo seas Cait € e 
DP lic School 


Course for {| Mandolin Music 

Teachers || Guitar (] Harmony : 
{] Cornet, Amateur | Banjo |_| Choral Conducting 
{_] Cornet, Profes- [J] Organ (Reed) (] Ady. Composition 
sional 


Wark a vce teens « civics BAM noo’ eee oeeeaite « «5 adn ceeiiinn or toca 


Street. NO; cic ouccdalaudneis vac 0 csdupelelaes cae tnsis ob «dune s'e0/eeee 


Please mention ‘THE ETUDE when addressing our advertisers, 


oo 


Page 486 JULY 1927 


Professional 


Directory 


EASTERN 
— 
CARL. YIOLIN INSTRUCTION 
139 West 97th Street New York City 
Telephone 1620 Riverside 
BI EC KER GUSTAVE L. 


Pianist, Compose 
610 Steinway Hail, —_ hag etre City 
_ (Method combines the Artistic and Scientific) 


1 Trond St. Conservatory of Muale 
ont Gilbert Raynolds Combs, Director 
/ 1897-31 S. Broad St. Philadelphia, Pa. 
TAI SYSTEM. Improved Music Study for 


} D DU NN | N beginners. Normal Training Classes 


Carre Louise Dunning, 8 W. 40th, N.Y. 


GUICHARD “iat. 


: MUSICOLOGIST, LECTURER, 176 Huntington Ave., Boston, Mass. 


| JOHN P., Musical Director, Band 
4 LO W E R and Orchestra. 217 South 52nd Street, 


Philade!phia, Pa. 
Piano Lustruetion 


f Mrs. 
| ott nda School 
80 S. 2lst St. Philadelphia 
AND SIGHT-READING TAU ori. 
PIAN 0 Mme. M. Martin, Leschetizky E Zone’ 


S80 West 95th St., New York, N. 
Telephone Riv erside ole 


[ _RIESBERG bee" etree 


ey he Ta, Schuyler 4140 


ek 26 West 86th St. New York, N. Y. 
Musical Theory, Harmony, Meludy Writing, 


H | VEO 
) 4 Counter potnt and Mustcas Form. 


Tuition for each course is Twenty Dollacs, payable one-half in 
advance—STATE NORMAL SCHOOL, California, Penna. 


VIRGIL 
VIRGIL 


School of Musle and Arts — 
Ralfe Leech Sterner, Director 
26 West 86th 8 Street 


F.W. Piano Instruction based on 
ersonal instruction by Reinecke, 
Bonarwenka & Li oat. 


~ 


CHARLES Correspondence Instruction, 


Is 
~ 


MRS. A. M. 
Piano School and Conservatory 
189 West T2nd 8t., New York 


Ao TOOL OF MUSIO 
5610 West End Ave, New York 


SOUTHERN 


CONVERSE COLLEGES #3535 


ELLIE IRVING, Normal Teacher. 
PRINCE Dunning System of Improved Music 
Study. Normal Classes in Mar., June, 
Oct. Leschetizky Technic. 4106 Forest Hill Aver nue, 


Richmond, Va. 


SHENANDOAH COLLEGE 


AN D CONSERVATORY Rates reasonable. 
Catalog free. In the heart of ag Shesasiiogh Valley. 
Dayton, Virginia 


Ne TINIE POPE BRE Ee 
“ a Fak 


' ie 


WESTERN 
SERVATORY 70 Instructors 
~AMERICAN.: ICAN.. one meee Organ, Violin, etc. 
m, Kim ball 5 a _ Chicago 
BRON cal sional Pianist + a Teacher. 
Assistant Rad suceessor to the Jate Emil 
Liebling. 905-906 Lyon & Healy Bldg., Chicago. 
ANNA TOMLINSON 
BOYD Forty Lessons on Haud Development, Pupils’ 
Practice Record Books, und other Materials, 
Vuique Correspoudence Lessons. Summer Norms an June 20 to 
Augast 1. 505 Lyon & Healy Bldg., Chicago, 
6937 34th D Btest, J ‘Berwyn, 0 
usical College. 60th year. Leading 
ff H | CAG Benen in America. Piano, Vocal, 
Re Organ, ww i 8.M. 60 E 
____Van Buren 8t., Chica, 
Conservatory of Muste 
r ‘Cih | CINCI! | NNATI RerasLisuen 1867. Highland Ave, 
nud Oak St. Cinelonath Oblo 
CONSERVATORY OF MUSIO 
DE E TRO 0 oe 1000 Students. 650 Teachers 
1013 Woodward Ave., Detroit, Mich. 
Conservatory of Muale 
KN OY Galesburg, Illinois, 
Catalog free. Wm. F. Bentley. Director 
a 
STANDARD EDUCATIONAL WORKS 
BEGINNER’S BOOK by THEO. PRESSER 
School for the Pianoforte—Volume One 
Price, $1.00 
The greatest of first piano instructors, 
STANDARD GRADED COURSE OF STUDIES 
For the Pianoforte By W. S. B. MATHEWS 
In Ten Grades, Ten Volumes 
Price, $1.00 each 
The original and most successful graded course. 
HARMONY BOOK FOR BEGINNERS 
By PRESTON WARE OREM Price, $1.25 
Every Music Student should have this work. 
STANDARD HISTORY OF MUSIC 
By JAMES FRANCIS COOKE Price, $1.50 
Adopted by many leading schools and colleges. 
Any Presser publication sent for exam- 
ination to interested music teachers, 
_THEODORE, PRESSER CoO. 
1712-14 Chestnut St., Philadelphia, Pa. 
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‘‘ Music for Everybody”’ 
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Exercises for Six and One-Half Years........ T. Schipa 
Perfection before Pedal.............3.. B. D. Pickering 
Why Stop When Lessons Stop?...........:% H. T. Cope 
“Breaking In” the New Lesson...:....... S. W. Holmes 
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Oh Sushntia $404 eek PM ve a H, McDonald 
Lullaby (Violin and Piano)..............., 41. Naumann 
The Magic Horse Loe and Piano)....... R. O. Suter 
Grand Choeur in C (Organ).............., R. Maitland 
A Quick Retort..... Saas’ + aimiaiiis 5 4am Site wees sk C. Werner 
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FOR SALE—Estey ee 
gan, in excellent conditio) 
blower. Fine for private 1 

Sunday School. 

19th St., Phila., Pa. 


WANTED—To locate 
seat where they need 
capable man plano te 
equipped musie studio, 
Michigan. Correa 
Dorr St., Toledo, Ohio. 


A MUSIC ARE 
arrange twenty songs for 
oly by letter only to Ed 
ad Smedley St., Phila., Pa. 


- PIANO TEACHERS WAN 
are dissatisfied yee are tee y 
ning to go to other fie 
California, write to Pokri : 

845 So. Broadway, Los a 
may have a position for you. 


PIANIST—Young man, 
teaching position ; very 
ginners. First five gra 
Pianist, care of ETUDE. . 
eens 


KOKOMO, IND.— 
script of “Why Adam § 


ANNOUNCE 2 


CORRESPONDENCE 
le practical. Musie_ eo 
Be. Wooler, 171 Cleveland 


MUSIC COMPOSED to 
dies Harmonized—Manuse! 
prepared for publication. 
poser “Sweetest Story 
other works, Ridley Park, F 


MUSIC wae to ] 
arranging, copying. ASP 
corrected, Art Melody ba 
Kansas City, Kansas. 


PAPERS on aici 
for club use. Programs 
Brown, Lansdowne. Pa. 

FOLLOW VICTOR HE 
VICE: LEARN HARY® 
TERPOINT—Harold § 

18 years with the late 
conducting a mail course in] 
Counterpoint, using the Goet: 
Send for descriptive U 

ford, 172 West 77th Street. D 


PLAY AN INSTRUMED 
Send ten cents for sample 
Jester, The Music Jester” 
Fifth Ave., New York, N. 


SONG TITLE COVERS 1 
Two colors, $15.00, Write C 
dependence, Missouri. , 


FIVE CHARMING 
SONGS—DPach one distin 
A Sermon—Green Leaves— it 
—Cradle Sone ae Message. 
bound.. Price, $1.00. Wm. 
50 W. 47th St., N : 


“KEY TO . ULTRA- 
MONY’’—Write for particul 
Barton, 53 Chestnut St.. Ch 


NEW DISTINCTIVE FON i1— 
effectively. “An Old Fashio 


words, appealin tC 
a H. Wise & Co., SOW, 47th 


POPULAR RECITAL PLAYE 
STANDARD BRILLIANT A 
EXHIBITION PIECES 
OPERATIC FOUR-HAND 
THE STANDARD ORGAN 


Ask for our —— + 


* = 


PIANO SOLOS 


* Gr. Pr. 


SIX LYRIC SKETCHES 
For the Pianoforte 
BY MAURICE ARNOLD 

Grade 314 


BENSON, G. N. 
23708 School Colors, The-................. 3¥4 40 


FROM A TOY-BOX 


Six Recreation Pieces 
By MONTAGUE EWING 


Grade 244 
23595 The Box of Soldiers................. 35 
23596 The Clockwork Doll................. AO 
23597 Jack-in-the-Box.................... .25 
esse Jina FRiry Swing...............50055 25 
23599 The Stuffed Elephant................ 25 
23600 Dancing Columbine................. 25 


GOLDMANN, CURT 
Silvery Chimes, Op. 75.............. 314.50 


FOUR LITTLE LYRICS 


By GEORGE F. HAMER 
Grade 214 


"JESSEL, LEON 
Columbine Dances.................. 3 «40 


Me Non oe ehatasai care ene ae 3 35 

BeeeaN hoteles Mestad ee 3 35 

Bees i 214 50 

Hark! Vesver Bells, Op. 172........ 3 25 
KEATS, FREDERICK 

March of the Druids................ Sere oo 


Vocal or Instrumental 
By ELLA KETTERER 


1 The of the Sea Shell........... 30 
MEET i a cfs susicats.ce cues. eicie -30 
A Morning Song.................... 30 
RTE esos cans nabs anes vor 30 
EER eS hss cide wisi as = 


, RICHARD 
M PREP sn 5 Wo miese doe a HOE SR 3 50 


THREE PIECES 
For the Pianoforte 
By CEDRIC W. LEMONT 


Ipful Book of Piano Studies 
VE PIANO ETUDES 


By MATHILDE BILBRO 


educational material for piano students 
early grades produced by this writer 
ays enjoys the favor of progressive teach- 
sy first grade study pieces are ex- 
ttractive and should prove of great 
beginning pupils. 

Price, 60 Cents 


ON THE KEYBOARD 
_ By N. LOUISE WRIGHT 


of very easy pieces with cute little 
the young pianoforte beginner. 
and bass clefs are used from the 


Price 50 Cents 


TEACHERS WILL FIND MUCH EXCELLENT MATERIAL IN 
THESE LISTS FOR THEIR SUMMER OR FALL CLASSES 


PIANO SOLOS 


Cat. No. Gr. Pr. 
LEONCAVALLO. R. 


23696 Cortege de Pulcinella, Petite Marche 
Hamoristique.s e350 5 fe idee es 5 $0.50 

LISZT, F. 

23671 Rakoczy March. Arr. Emil Kronke... 4 30° | 
MARTIN, GEORGE DUDLEY 

23672 Carnival Procession, March.......... 4 50 
McDONALD, HARL 

23641 The River, Prelude................. 5 35 
McGRATH, JOSEPH J. i 

23629 Marche Piquante............... ne. 2 AO 
MORRISON, C. S. 

23659 Dreaming, Reverie, Op. 206.......... 3. «SO 

23682 King of the Road, March, Op. 208.... 3 50 
PESSE, MAURICE 

23580 In Leafy Bower.................-.+- 5 69 

23581 Into the Pale Night................. 5 50 


FROM DAY TO DAY 


Six Characteristic Pieces 
By RICHARD J. PITCHER 
Grade 2-3 
Song of the Swing. . 
Boating on the River. . 
A Little Flower, Waltz 


Expressive Waltz... .. 
March of the Acolytes. 


POTTER, HARRISON 
23638 Marche Caprice................. pe 


FOUR LITTLE SKETCHES IN 
CHARACTERISTIC STYLE 


For the Pianoforte 
By LOUIS REE 


Op. 40 Grade 2 
Old Round Dance 


The Goblin 
Rondoletto. . 
Burlesque 
ROLFE, WALTER 
23614 Animation, Scherzo ................ 3 30 
23675  LBUICORION iaie'el, bitereneemsian © or uals 5 40 
23613 Flight of Springtime, Valse........... 2 30 
23676 Love Triumphant, Concert March- 
ECS Re NER nA 5 OOD ERE tee 5 50 
23674 Silken Lustre, Valse................. 5 50 
STOUGHTON, R. S. 
23686 Viwtala) Caprice sn.yiave= since ec eens 4 50 


THREE EASY PIECES IN 
DIFFICULT MINOR SCALES 


For the Pianoforte 


By STURKOW-RYDER 
Grade3 
9a587 Ai Dreara Waltz... 2s scent ame « 30 
DS58B  Geeiie Sotig ee eis ae seers ack Marae .30 
P3CRQ. abet age iecine sy reitinn’slolays selaie 2 30 
TERRY, FRANCES 
23680 Valse Chromatique.................- 415 35 
WILLIAMS, T. D. ¢ 
23681 Singing Waters... cc5.. ca5tiv sce. see 314 «35 


Piano Pedal Studies for Juveniles 


BEGINNING WITH THE PEDALS 
OF THE PIANO 


By HELEN L. CRAMM 


There is a fascination in the use of the 
damper, or so-calied loud pedal, that always 
appeals to young piano players. As soon as 
the pupil is able to reach the pedal the study 
of it should be begun, as every experienced 
teacher knows that the student is liable to 
begin experimenting, and thereby form in- 
correct habits in its use. These studies may 
be started with pupils as early as the’ first 
grade and will do much to assist them to gain 
a proper understanding of the use of this 
indispensable adjunct to good piano playing. 

Price, 75 Cents 


Two Interesting and Helpful New Piano Collections 


3 VERY FIRST PIECES PLAYED ALBUM OF THIRDS AND SIXTHS 


Study Pieces for Special Purposes 

Study of double notes (thirds and sixths) 
an absolute essential in modern piano playing, 
may be begun with this volume in the early 


third grade. 
Price 75 Cents 


IEODORE PRESSER CO. 


Ww 


Our Most Recent Music Publications 


SHEET MUSIC, OCTAVO and BOOK FORM 


JULY 1927 


MUSIC LOVERS WILL FIND MANY VALUABLE SUGGESTIONS 


FOR MUSICAL DIVERSION IN THE VACATION SEASON 


PIANO DUETS 


Cat. No. Gi Pee | 


THE RECREATION HOUR 


Ten Lighter Pieces for Piano-Four Hands 
By LEOPOLD J. BEER 


DEST WMinytamestcnstist vec obi ns | oaitssde's o ploa $0.40 
PESIEU IR MOWAIGG 0. -t) tO dade ross Couns 40 
23572. Little Serenade... .-....-...0.22005+ 40 
23573 Little Gipsy Song. ............-.++5+ 25 
23574 In Happy Play 25 
fAGVED (GUE Toe eae ee orien ha See ce : 
PORTE ELEN GR. oc. Sacchi once coeere sy Tek oes 
255 7a ROI foe tanec tiv at inte ssa e's 
23578 Parade March 

23579 Little Dance Song 


os HOWELL, C. R. 
23677 


Rustic Dance. Arr. O.A.Mansfield.. 3  .60 
JESSEL, LEON 
23654 Playing Soldiers.................-5+ 4 75 


An Easy Duet Collection 
PLAYING TOGETHER 


Twenty piano duets for two players at one 
piano, all of the numbers being in grades one 
and two. i i 
cluded. Duet playing furnishes excellent 
practice in developing a sense of rhythm and 
in sight reading. 
: Price 75 Cents 


SIX HANDS 


GOUNOD, CH. 


23512 


VIOLIN AND PIANO 


DEMARET, RENE 

Valse Serenade. fs co sien tesiuie nae 314 .60 
SUTER, R. 0. 

Little Laddie, Little Lassie........... 2 35 


PIPE ORGAN 


HARRIS, CUTHBERT 

Grand Chae: siete ac cise sibs eipivia 3 
MAITLAND, ROLLO 

Grand Choouriin Co... 5c cscceceee es 4 


A Reasonably Priced Album 
ORGAN MISCELLANY 


Fifty excellent organ compositions, mostly 
hy modern and contemporary writers, includ- 
ing both original compositions and ararange- 


23657 
23615 


8 


23661 
23640 


8 


ments. This book contains much of interest 
to church, recital and motion picture or- 
ganists. 
Price 75 Cents 
ENGELMANN, H. 
23513 In the Arena, March................ 50 


A Work of Interest to ’Cellists 


FUNDAMENTAL STUDIES IN 
VIOLONCELLO TECHNIC 
[By GEORGE F. SCHWARTZ 
Practical study material especially valuable 


to the self-help student of mature years and 
well explained instructions in handling the 


cello. 
Price $1.00 


Every Musician Should Own This 
Book 


MUSIC, AN EDUCATIONAL AND 
SOCIAL ASSET 


By EDWIN N. C. BARNES 


This is a book for progressive teachers, 
active music workers and music club leaders, 
in fact, everyone who is interested in furthering 
the progress of music, either in a professional 
or altruistic way. It is written in simple, 
understandable language and is very inter- 
esting and almost invaluable as a means of 
convincing the foremost men and women of a 
community of the practical value of music in 
education. 


Price, $1.50 


MUSIC PUBLISHERS 
AND DEALERS 


Several interesting novelties are in- | 


Waltz, from “Faust”. Arr. A. Sartorio 3 5 | 


VOCAL 


Cat. No. Gr. Pr. 
KOHLMANN, CLARENCE 

23633 In the Starlight. (b-E flat). . $0.40 
SMITH, CLAY 

23550 Smile, Smile, Smile. (d-E)...... 50 
STULTS, R. M. 

Z3Go6'! Gants Wil. AGdog)ite cect dak concanite 40 
TALBERT, SARAH 

23717 Pickaninny Sandman. (c-E)............. 40 


A New Compilation of Studies 
MASTER VOCAL EXERCISES 


By HORATIO CONNELL 


Studies for the development. of the voice, 
selected and arranged from the works of the 
recognized authorities by this well-known 
American baritone and teacher. 

Price $1.00 


ANTHEMS 
Mixed Voices 


ATTWOOD, THOMAS 

20702. Come, Holy Ghost, ............ 0.0.0.0. 08 

20701 Teach me,:O0 Lord). 2... es ei cctentem ee 08 
BAINES, WILLIAM 

20712 Lord Shall Reign, The................... 15 
DAY, ELLA E. 

20723 By Cool Siloam’s Shady Hill............. 12 
HOPKINS, J. L. 

20677 Te Deum Laudamus inG................ 10 
MARKS, EUGENE F. 

20717 I Think of Thee, My God................ Bt 


MARKS, J. CHRISTOPHER 


20734 Communion Service in G..|............. 20 
NEVIN, GORDON BALCH| 
20730) -Gentle-Josus: <7 322 on ees ed 12 
NOBLE, T. TERTIUS 
LOGGh QO; . -Wiasdorls 22... ans Sere aoe, 06 
ROCKWELL, GEORGE NOYES 
20725 Lord is My Shepherd, The............... 12 
SIMPER, CALEB 
20689. Heiis Risen... 556.004. 0. os dace tesecect .08 
SPINNEY, WALTER 
20693 How Beautiful Upon the Mountains....... 12 
STAINER, J. 
20678 1 Saw the Lord (Double Chorus).......... 20 
STANFORD, C. VILLIERS j 
20676 Te Deum Laudamus in B Flat........... 15S 
TYLER, ABRAM RAY 
20713 O, For A Closet Walk With God.......... 12 
Treble Voices 
REED, WILLIAM 
20718 Blessed are the Merciful (Three Part)..... 12 
WARHURST, JAMES C. 
20716 Guide Me, O Thou Great Jehovah (Two 
RENO) 2s. oo. tele MRR aes 5 ace 
Treble Voices 
TWO PART 
BAINES, WILLIAM 
2075 Hay; Siby, Hol k. Sodan: ¢caeneticn =. 10 
MENDELSSOHN, F. 
20694 Maybells and the Flowers, The........... 10 
THREE PART 
RISHER, ANNA PRISCILLA 
ZOT ER CG ARCANY). 0S. Visca ny sient etd oot de 10 
Men’s Voices 
GRIEG, EDVARD 
20703 > Lamd-Sighting {52 i... Uc ccs sooo ony one 12 
KOUNTZ, RICHARD 
26719, Geargia Way... 2... is > ov end eociaes neg 12 
SULLIVAN, ARTHUR 
20794 Chorus of Peers, from “lolanthe”......... 12 
BAINES, WILLIAM oa 
20708 Early Morning Breaks, The. (S.A.)...... .12 
20707 Gay October’s Come Again. (S.A.)...... 12 
PINSUTI, CIRO 
20695 I Sing Because I Love to Sing. (S.A.)... .08 


Prize Cantata for Treble Voices 


SLUMBER SONGS OF THE 
MADONNA 
By MAY A. STRONG 
This composition was awarded the $500.00 
prize in the recent contest conducted by the 
American Federation of Women’s Clubs. It 
is a magnificent choral setting of Alfred 
Noyes’ beautiful and dramatic poem for treble 
voices, violin, cello and piano, 
Price $1.00 


1712-1714 CHESTNUT STREET 
PHILADELPHIA, PA. 
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Presenting Four More Outstanding Composers of Piano \ 
WILLIAM BERWALD - L. A. BUGBEE ~- ARCHIE MUMMA ~- AUGUST NOELCK 


It will be to the advantage of the Music Teacher, Student and Music Lover to 


D> 


on 


Watch thi 


Page Each Monthfor the Lists of Piano Numbers of Leading Composers whose ~ 
4, . . . . r y 
Works are Suitable for Teaching, Recital or Diversion | 
* ‘ "4 
T is rather more than a coinci- 4 UGUST NOELCK was born ILLIAM_ BERWALD was 
I dence that the THEODORE jf] A in 1862 at Lubeck, Germany. born aH Schwerin, Mecklen- 
PRESSER CO. has so fre- He was trained in music at _burg, in 1864. His musical 
quently been the first to discern the Hamburg Conservatory, which education was rectived mainly under 
signs of talent in young composers. is another way of saying that he Bussmeyer and Josef Rheinberger. 
A long list of noted musicians had a solid grounding in his art. From 1889 to 1891 he conducted the 
could be mentioned whose first Since 1913 he has lived in Dresden. Philharmonic Society in Libau, 
compositions were published by this Herr Noelck has composed in all Russia, and in 1892 he was called 
company. ARCHIE MUMMA, the musical forms, but he is noted to Syracuse University—at Syra- 
whose Bird Music Interpreted for the particularly for his pedagogic piano cuse, New York—where he now 
Piano has become famous, was one material. His writing is character- most ably heads the department of — a 
of these “discoveries”; in 1914 his first piece ap- ized by thorough musicianship and a sure-handed music. From this university he received, in 19}, 
peared in the PRESSER catalog. treatment of interesting thematic material. the degree of Doctor of Music. iZavieee 3 
Mr, Mumma was born near Dayton, Ohio. He 4 His ee phaaiand in ie ert aris In Stan | 
studied (officially) with leading teachers here and emand, and a new opus by this writer 1s an € 
abroad, ewaing J. Joaquin hin of the Schola Superb Numbers by August Noelck to be hailed with rejoicing and delight. Many 
Cantorum in Paris; but his unofficial instruction, CAT. NO. TITLE GRADE PRICE Mr. Berwald’s pupils have in their turn becoit 
received from birds and their songs, is quite as 23005 Valse Etincelante ......--+++++-s IVY $ .40 composers of importance, and prominent amo} 
important. Mr. Mumma’s compositions, and_his 18121 Valse in A flat.............-... v -40 these may be mentioned Charles Huerter aj 
lecture-recitals on Bird Music, have brought him 6899 In May Night’s Fragrance........ IV -30 John Barnes Wells. 
a merited renown. 17520 The Swallows, Valse Impromptu.. V 40 
13749 SDanceiat -Gnomes. 2. :. ;. Ssaneees Ill -40 tee 
F aes 6379 Danse Caracteristique Morcear A Few of William Berwald’s Outstanding 
Charming Mumma Compositions Giacwes es... . cai. seen .60 Successes aly 
TITLE GRADE PRICE 23120)" Rococos alse... . oc. ois). eens IV .45 CAT. NO. TITLE GRADE PR 
March of the Slavs........... as ME $ .50 aie Gawd arade  . Ltn. ee Iv “45 19988 Flower Waltz ...... «os a Oe Il% $b 
Oh Joy! ....... IV 35 7 : F , 5308 Dance of the Dwarfs............ H% ‘ 5 
Little Sweetheart IV 35 23472 Voices of Birds, Valse Impromptu IV -50 : : 3 
Bittersweet ..... III 20 93666 Sceneide Garnaval-....... ee IV 45 15020 At the Candy Counter........25 «11% ; 
Elephant Parade IV .25 r 14982 Juvenile Birthday Party......... . II% 
Tha Old Pichéeecne, \ 25 19886 Valse» -Grotesque .. 455. sca sya V -40 
Barciitionec se Nen y ae sh Edo Mendees Contcédion \ Pilee. ent Iv AS 16254 March of the Mummers satire Sie 
Easter Lily"... p TEL 20 19644 Danse Moderne ..........+0000. IV 45 ie seems ead vets teeter ese a 
16939 Sylvan Dance... ein “40 Se tee es eT Ree ad oe 18736 A Ghost Story J. an oe am” 
13584 Tambourine Danc IV 35 PESES: > Mileske 2).)oci. iis e's alan s See Vv 45 oe = ‘ 
13281 The Pilgrims ........... eV 35 18222 Pierretta, Valse ......0+- 0000-00 IV .50 eee cut delis’ ....: een vo 
11932. Shepherd’s Dance ......0..0.0-+6 IV 40 R067 dhe Troat; Valse de Salone Iv 60 16255 Valentine, Valsette Lente........ I1lY% 
15307 Venetian Boat Song’..........-.... I1M% 
MARCH OF THE SLAVS VALSE ETINCELANTE ae eA a 5 . a : 
No. 14270 pea Berta re Price 50 cents No. 23005 eee et ae Price 40 cents 17032 The Shepherd and the Mocking 
a Bird, Idyl ..... ne 
23435 Minuet Antique .....s0nmeeeeee iit 
23434 Dance of the Medicine Man..... . It 8 
23246 Rustic Dance ....... ia. ate - 14 
23245 Snow Fairies ........ Poel sali a pe js 
23244 At the Skating Rink.........2.. . WY 5 
23118 Shadow Dance .........-+- ieee aS qd 
23039 Ronde de Nuit ........ sailor eee 5 
23029 Maytime. .......+. «01 « deslsleneana pol jo 
2914 A. Pirate's. Tale ...0cace ee 0 
> 22772 Torch Dance ..... eee 0 0 a ahaa 4 
; PomnO” <A. Secret” os 5../.4 seme PR AG 
- 19987 The Sailor Boy ......sseaeers eis ts 
° 19925 The Hunt ........... sane o}s 
L A BUGBEE | 18011 Dream Faces ..<....+<++ 5st i. 5 
2 p 17954 March of the Dominoes.......... III 5 
BS « 17890 Berceuse ....... Pee OE oe ae 
ay i - 17788 Apparitions  ...<.5..0.0enein +g PEEL oat 
Hind Dune ar MigBGWOes sens Jong Bncellnt Early Grade Pieces by Mise Bugbes || lei Prous Rous «css 
of this country, the latter part of her ca- CAT, NO. TITLE GRADE PRICE 17443 Burlesque a ~ ae ho 
reer having been spent on the Pacific Coast. Miss 9631 “Maypole “Dance % 00.5... sc aeciasas 1% $225 17442 Danse Orientale .......- Res wt 5 
Bugbee specialized in teaching very young stu- 9629 Dance of the Fairy Queen........ Il .25 1ond- Avowal vc... oko cee Reet 4 5 
dents and in writing appropriate music for them. 9630" Tinkling Belis: -2.o-.jc... -.ce eee 1% .25 17239 Grotesque Parade ......-.-.+- : TIM fe 5 
Her first grade pieces and her easy studies have 9632 May Day Waltz...........2.0as, I 25 17151 Echoes from Warsaw, Mazurka... TIL% be 
been especially appreciated. 7769 “Pussy’s Lullaby 74.00. oj geen I .30 a A, ia Fa 
MAYPOLE DANCE 9633. Stars A-Twinkle J........100auks ly 25 a a 
No. 9631 L. A. BUGBEE Price 25 cents 9634 Maytime Revels, Gavotte.........+ I 26 FLOWER WALTZ - 
Grade 1% 7239 Playmate Jack O'Lantern Touch- No. 19988 WILLIAM BERWALD 
Allegepyto em 4s x Be- NOE na earsranie'sic katte eee 30 y f ai seas 
PE RE ee : — 7243 The Brownies’ Banquet #2 
== Sweet William's ‘Ball > napae. cs. I -25 
B774) Just <at> Twilightéos. dane «noes II .30 
S770; OAL Ue “Radiesse x ka oe ‘ei : -30 
8775. Falling, Lenvéed ioxiwseccisceenh Il .30 
R777» Dancing, "Waves wn weash«. os Velvkxe II 30 
8771 March of the Giants............. II .25 
7a60 The Circap soli deene. tomes Iy% 35 
yout “The Piytiap ©o08) ose. s eee I .25 
7240 Johnny-Jump-Up and the Quaker 
LAGS ~ seark inse aeaes Gee ck a8 


The Short Biographical Sketches, Portraits and Selected Lists of Compositions of Foremost Co: 
ETUDE, Are Being Reproduced in Well-Printed Folders. Those Slasivies 


om 


Music Publishers and Dealers 


Months, May Have Them Free on Request. 


THEODORE PRESSER CO. 


posers, Presented on a Corresponding Page of 
g Folders, Covering This Offering in Past 


+) Peru and Uruguay. 
other countries, $2.72 per year. 
_ Single copy, Price 25 cents. 


ited States 


its safe arrival. 


. not wish to miss an issue. 


A Beethoven Fund of 
fifty thousand marks has been 
created by the city council 
of Leipzig, the income to be 
used for the encouragement 
of orchestral music. Pre- 
sumably the famous Gewand- 
haus Orchestra, which in re- 
eent seasons has been ham- 
pered by lack of funds, will 
benefit by this movement. To 
Burruoven 21low an orchestra with such 
‘ an illustrious past to lan- 
for want of support would be an immeas- 
e loss to the world’s musical art. No 
Significant result could come from the 
ven Centennary than the assured per- 
of this great organization, which in the 
has done so much to blazon the fame of 
great tone oracle of Bonn. 


ixty Thousand Music Students are 
to be registered in Chicago—which is not 

ng the many thousands of children and 
eseents of the city who must take music 
as a part of their general education. 


*“Founder’s Bell,” the largest single- 
d instrument in America and the largest 
ever cast in England, has been hung in 
cially built tower on the great Wana- 
Store of Philadelphia. It weighs seven 
4&4 quarter tons and ranks as the seventh 
ong the actual “ringing bells” of the world. 


lo Paganini recently died in Milan, 
3 a large sum of money made in the 
nutacturing business, a valuable violin 
the manuscripts of three concertos. He 
as himself a gifted musician, and the violin 
c | manuscripts he inherited from his great- 
ifather, Nicolo the Great. 


elm Furtwaengler will take a 
next season, as conductor of the Phil- 
onie Socicty of New York but has been 
iged to appear with the organization in 
ae following seasons beginning with 


Forty-Eight Different Operas were 
ted by the Metropolitan Opera Com- 
during the season of 1926-1927 just 
d. Of these twenty-four were in Italian,¢ 
luding one by Moussorgsky translated 
m the Russian; eight were in French, in- 
nding one by Stravinsky translated from 
1 | ussian ; thirtcen were in German, includ- 


.* was in English. In the 
of performances Wagner led with 
hree, while Verdi followed with 
ne and Puccini with twenty-six. 


Shington, D. C. is one of the latest 
in the circle of cities supporting a Sym- 
Orehestra. The City Club, in ecodrdina- 
the local branch of the American 
of Musicians, is back of the 


e “Pop” Concerts, 


by the Boston 
ony Orchestra, 


entered their forty- 
md season on the evening of May 2d, 
VA elo Casella as conductor. Agide 
Chia had led the last ten seasons of Bos- 
de Concerts. a 
= 


FI ‘Ten Million, 
a Joy pie,” a fantasy 
for orch , by Frederick 


Shepherd Converse, had its 
initial performance by the 
Boston SomeeDy Orchestra 
under Serge Koussevitzky, on 
April 15th. The work was 
inspired by the familiar 
legend, “The Ten Millionth 
Ford Is Now Serving Its 
Owner.” Mr. Converse’s ad- 
miration of Honegger’s “Pa- 
ed him, in a spirit of fun, to try 
of the same kind with the cheap 
the source of inspiration. The 
to be “more than program music” 
Hy yA strikingly a dominant phase 
= a 


Sition of Italian Music of 
te Century was held at 
, from March 31st to April 
the interesting events were 
orchestral and choral concerts at the 

nale and three programs of chamber 
- at the a servatory. 


SUBSCRIPTION PRICE, $2.00 per year in the 
‘United States and Possessions, Argentine, Bolivia, 
Brazil, Colombia, Costa Rica, Cuba, Dominican Re- 
lic, Ecuador, El Salvador, Guatemala, Mexico, 

, Paraguay, Republic of Honduras, Spain 

uding Balearic Islands, Canary Islands and Pos- 

s in North Africa (Ceuta, Melilla and Tan- 
In Canada, $2.25 per year. 


REMITTANCES should be made by post-office or ex- 
88 money orders, bank check or draft, or registered letter. 
stage stamps are always received for cash. 
foney sent in letters is dangerous, and we are not responsible 


DISCONTINUANCES.—Owing to the educational: 
acter of THE ETUDE a majority of its readers 
Therefore, the pub- 
s are pleased to extend credit covering a Twelve 
Months’ subscription beyond expiration of the paid- 
Pp jiod. Those of our subscribers not wishing to 
; vail themselves of this conyenience of remitting 
: Riccar will please send a notice for discontinuance. 
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The World’s Largest Carillon, as re- 
ported, has been recenty completed. at a 
Croydon, England, foundry. It is to be placed 
in the tower of the Parliament Buildings of 
Ottawa, Canada. 

The set consists of fifty-three bells, tuned 
by a secret process said to haye been lost 
some two hundred years ago and but recently 
rediscovered. 


A Melbourne Symphony Orchestra is 
to be given permanency by an endowment 
fund which has lately been started by a 
gift of fifty thousand dollars from James 
Dyer, president. of the Melbourne branch of 
the British Music Society. Mrs. Dyer is an 
enthusiastic worker for music, the founder 
and director of the British Music Society in 
Melbourne, and for it has already secured 
large amounts. 


Pablo Casals, Ignaz Friedman and 
Bronislaw Hubermann have had con- 
ferred upon them the title of “Chamber Vir- 
tuosi,”’ by the Austrian Republic. Though 
common under the Empire, these are the first 
such grants made by the new form of popular 
government. 

‘“Namiko-San,’’ 


an American opera in 


. English, by Aldo Franchetti, was first heard 


in greater New York, on April 5, when it 
was presented at the Academy of Music of 
3rooklyn, with Tamaki Miura in the title 
role, 


The “Kaiser Prize,” offered in 1915, by 
the former Wilhelm II, to the champion Ger- 
man choral society of the United States, was 
late in April presented to the Arion Society 
of Brooklyn, New York. A large gold and 
silver plaque, it had been placed in a Berlin 
vault for safe keeping during the war and 
was but recently discovered. 


Mozart’s “Requiem” was performed by 
the Friends of Music, of New York, at the 
closing performance of its season, in April. 


The Bach Cantata Club, of London, ap- 
peared on March 16, by special command, 
to sing a program of the works of the Leipzig 
Cantor, before their Majesties, the King and 
Queen. This was the first time in several 
years that an organization for the perform- 
ance of serious vocal music had been thus 
honored. The society has for its president 
The Right Reverend, the Lord Bishop of Ox- 
ford, with many names eminent in British 
music, on its committee. 


Rosa Sucher, aged seventy-eight, and 
among the most famous of the old-time Wag- 


nerian singers, recenty died, almost penniless, . 


at Eschweiler, Germany. 


Captain W. H. SantelImann, for twenty- 
five years the leader of the United States Ma- 
rine Band at Washington, D. C., has resigned 
in favor of his assistant, Taylor Branson. 


National Music Week, May ist to 7th, 
was this year more widely celebrated than ever 
before—considerably more than fourteen hun- 
dred cities and towns having had» regularly 
organized observances of this festival. 


Mrs. Leonie B. Blumenthal, widow of 
the late popular composer, Jacques Blumen- 
thal, died in February, leaving a net person- 
ality of £163,436 (about $815,000). Her will 
provided bequests of $15,000 and $5,000 as 
endowments for open scholarships at the Royal 
College of Music and the Royal Academy of 
Music. 


Entered as second-class matter Jan. 16, 1884, atthe P.O. at 
Philadelphia, Pa., under the Act of March 3, 1879. 
Copyright, 1927, by Theodore Presser Co., for U. S. A. and Great Britain 
Printed in the United States of America 


The World of Music 


Six British Women Composers had 
works on the programs of the Municipal Music 
Festival of Bournemouth, on April 21 to 24. 
Those represented were Dame Ithel Smythe, 
Susan Spain-Dunk, Dorothy Howell, Vivien 
Lamblet, Dora Bright and Bdith Swepstone. 


Henry Gallanti, aged ninety-two, still 
efficiently leads the choir of Bethanien Church 
of Roxborough (Philadelphia), Pennsylvania. 


The Two Beethoven Prizes of five thou- 
sand marks each, to be awarded annually for 
distinguished contributions to the advance- 
ment of German musical art, have this year 
been given to Kurt Thomas of Leipzig and 
Gerhard von Keussler of Hamburg. 


‘Pietro A. Yon, the eminent Italian or- 
ganist and composer, who some years ago 
became an American citizen, has been 
ointed organist of St. Patrick’s Cathedral of 
New York. For many years he has been or- 
ganist of St. Francis Xavier’s Church, which 
post he will retain and divide his time between 
the two positions. J. C. Ungerer, who has 
been organist at St. Patrick's Cathedral for 
tiinty years, will share the duties with Mr. 
on, 


The Fifth “Nordic” Music Festival 
was held in Stockholm in May. 


Siegfried Wagner conducted one of his 
compositions at a concert in Royal Albert Hall 
of London in April. This was the first visit he 
had paid to Hngland since the outbreak of the 
war. Previous to that time he had been a fre- 
quent and favored visitor when he wielded 
he baton at both Queen’s Hall and Albert Hall. 


Sir Edward Elgar celebrated his seven- 
tieth birthday on June 2nd. He modestly 
asked that a proposed festival performance at 
Albert Hall, in celebration of the event, be 
abandoned. However, a program in his honor 
was put on the air by the British Broadcast- 
ing Company. .The “Enigma Variations” for 
orchestra and the great oratorio, “The Dream 
of Gerontius,”’ are probably best known of his 
major works, to Americans. 


Gustav Holst, the widely- 
known British composer, has 
received a commission from 
the management of the New 
York Symphony Orchestra to 
write a new work for the 
next season of coneerts by 
this organization. Mr. Holst 
is best known in America for 
his orchestral work, ‘The 
Planets,” which was given its 
= first performance here when 

Suanhy Hotes Albert Coates was guest con- 
ductor of the New York Symphony Orchestra. 
This is the third consecutive year in which 
this organization has given special commis- 
sions for works. 


Aeolian Hall, of New York, was closed 
on May 1st. On its historic stage probably 
more famous musicians and orators stood than 
on any other in American history. Three 
square feet of its historic platform were re- 
moved and taken to the new building, at Fifth 
Avenue and 54th Street, to be inset as a part 
of the new stage floor, where it will continue 
to uphold the cultural activities of the city. 


Henry Coward, the eminent English 
choral conductor, became “Sir Henry” when 
knighthood was conferred upon him on the 
oceasion of the last royal birthday. He _re- 
cently celebrated his seventy-seventh birthday. 


It is the constant ambition of the editors and publishers of 


the “Etude” to make each issue of the journal worth many 
each 1ssue H 


times more, in practical instruction, stimulating inspiration 


and real entertainment, than the price of the entire year’s sub- 
The music lover can not possibly find a better two- 


scription. 
dollar investment. 
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Advertisements must reach this office not later than the |5th 
of the second month preceding date of issue to insure inserticn 
in the following issue. 
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manuscripts or photographs either while in 
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The Fiftieth Anniver- | 
sury of the New York Sym- 
phony Orchestra will be 
celebrated early in the com- 
ing fall. The society was or- 
ganized by Dr. Leopold Dam- 
rosch, father of Walter and |f 
Frank, and the first concert | 
was held in the old Steinway 
Hall on Fourteenth Street. 
What other family has con- 
tributed so much to musical 
culture in America as has the 
one which furnished this trio of eminent lead- 
ers in their particular fields of work? 


Lrorotp DamroscH 


The Site Where the “Marseillaise”’ 
was first sung in Strasbourg has lately been 
used for the erection of a bank building. A 
plaque on its wall reads: ‘Here stood the 
house where for the first time the ‘Marseil- 
laise’ was sung by Rouget de l'Isle, in the 
presence of Mayor Dietrich, April 26, 1792.” 


Henry Osborne Osgood, composer, 
writer and musie eritic, died of heart disease, 
in the Lutheran Hospital of New York, on 
May 8th. Born in Peabddy, Massachusetts, in 
1879, his education outside of America in- 
cluded studies in Germany, France and Italy. 
He has long been a member of the staff of the 
Musical Courier, and has represented it at 
Munich and Paris. For a time he was con- 
ductor at the Royal Opera of Munich. 


“Loreley,” an unfinished opera by Men- 
delssohn, was recently performed at Daventry, 
England. 


His Highness the Maharajah of My- 
sore’s Palace Orchestra, of Bangalore, 
Mysore State, British India, recently cele- 
brated the Beethoven Centennial by two grand 
eoncerts. Otto Schmidt was the conductor, 
and leading features of the programs were 


the “Symphony in C minor,’ the “Egmont 
Overture,” the “Piano Concerto in C minor,” 
and various chamber compositions. These 


concerts were but a part of a Beethoven Fes- 
tival lasting practically a week. 


Quinto Maganini, twenty-nine years old 
and a native of California, has been awarded 
this year’s Pulitzer Prize for musical com- 
position. This honorarium of fifteen hundred 
dollars carries with it one of the highest dis- 
tinctions bestowed for excellence in American 
arts and letters. Mr. Maganini is American 
educated and at present a flutist in the New 
York Symphony Orchestra, 


Mme. Ernestine Schumann-Heink re- 
ceived on April 9th, from Lawrence College 
of Appleton, Wisconsin, the honorary degree of 
Doctor of Music. This was the first time that 
this famous old institution has conferred the 
degree of Doctor of Music, honoris causa, upon 
any person. 


Srnest R. Ball, composer of Mother Ma- 
chree and of other well-known songs, died 
from a heart attack, at Santa Ana, California, 
on May 3. Born at Cleveland, Ohio, in 1875, 
he studied piano and composition there, and 
then went to New Yok, where he became asso- 
ciated with Keith's Union Square Theater. 
While there he wrote his first great success, 
Love Me and the World is Mine. 


“Parsifal” had what is reported to have 
been its first production in Warsaw, on March 
27. when the interpretation, in the State 
Opera House, was led by E. Mylnarski. 


“Slumber Songs of the Madonna,” for 
the setting of which May A. Strong received 
the National Federation of Music Clubs’ Prize 
of five hundred dollars, offered by the Theo- 
dore Presser Estate, was performed by the 
Lyric Ensemble of Chicdgo, on April 23, he- 
fore the Biennial Convention. The composition 
is for three-part women’s chorus, with piano, 
violin and violoncello. 


Richard Harvey Lihr, the popular Eng- 
lish composer and conductor, who recently 
passed away, left in his will a provision for a 
Scholarship of One Thousand Dollars at the 
Royal Academy of Music. This is to be 
awarded to young British composers who are 
to be “encouraged in forming a taste for tra- 
ditional honest English music of the past three 
and a half centuries,” and “be discouraged 
from following the extremists, or what may be 
described as Communistic musie which is so 
prevalent at the present time.” 

(Continued on page 5538) 489 
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STUDENTS 


E SHerwoop Music ScHoot offers 

you unusual facilities for converting 
your talent into professional ability; and 
further, for converting your ability into 
income. Outstanding among the advan- 
tages enjoyed by Sherwood students are: 


A faculty of one hundred fifty teachers, 
including many artists of national and 
international reputation, providing in- 
struction which is thorough, modern, and 
imbued with the spirit of artistry. (A few 
of the artist instructors of the Sher- 
wood Music School are pictured below.) 


Frequent public appearances for all 
students. Advanced students of the 
Sherwood Music School annually give 
one hundred fifty recitals in the Sher- 
wood Recital Hall. In addition, many 
concerts are given each year by Sher- 
wood orchestral and choral organiza- 
tions, in the largest concert auditoriums 
of Chicago, soloistsfor these programs be- 
ing chosen from the advanced students 


Access to the concerts which may be heard 
only in a large musical center. The pro- 
cession of concert celebrities appear- 
ing in recital in Chicago is endless. 
The Chicago Symphony Orchestra gives 
one hundred thirty-one Chicago con- 

certs, and the Chicago Civic Opera, one 
hundred operatic performances, each year. 

Assurance of an opening, as soon as quali- 

fied. It is a part of the service of the Sher- 
wood Music School to provide 
openings for those it trains for 
the various music-professional 
fields: concertizing, teach- 
ing, Public School Music 
supervising, theater andchurch 
organ playing, orchestra con- 
ducting and playing, and paid 
radio engagements. 


THEATER ORGAN 
The Theater Organ Instructor 
of the Sherwood Music School 
is Mildred Fitzpatrick, known 
as one of the most successful 
and highly paid theater organ- 
ists in the country. Equipment 
of the Theater Organ Depart- 
ment includes four-manual 
theater organs with a tremen- 
dous range of stops and 
effects; and screen, with 
projecting machine and Address 
films. The Sherwood Your REQUEST FOR A 
MusicSchoolhastrained fAMHONt We ie 
and placed alargenum- ETUDE, AND TELLING 
ber of theater organists ps eg 
in positions with salaries proressIon YOU ARE 
of $75.00 a week and MOST INTERESTED 
upward. 


{DERIK FREDERIKSEN 


DRAMATIC ART 


A comprehensive, two-year 
course provides training for 
teaching, or for any phase of 
dramatic public performance. A 
special course is offered in Story- 
telling and Playground Super- 
vision. 
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ewood Dusic School 


Founded 1895 by Wm. H. Suerwoop 


Fine Arts Building . 410 So. Michigan Avenue 


CHICAGO, ILLINOIS 


- THE ETUDE 


POSITIONS 


For those qualified to teach, and 
wishing to pursue advanced 
studies at the same time 


HERE are now thirty-four Neigh- 

borhood Branches of the Sherwood 
Music School in Chicago and suburbs, 
with others in process of establishment. 
More than five thousand Junior pupils 
are taught in these Branches. About 
three hundred new pupils are added to 
these Branches, every month. 

These additions give rise to an abun- 
dance of positions for advanced students 
and teachers who wish to teach, and at 
the same time study with our artist 
teachers. More than one hundred are 
now holding such positions. 

Upon receipt of a letter stating your 
previous training and experience, Mrs. 
E. S. Fram, Assistant Secretary of the 
Sherwood Music School, will gladly 
correspond with you, telling you defi- 
nitely just how you can secure an 
appointment to our Junior Depart- 
ment Faculty. 


PUBLIC SCHOOL MUSIC 


Fully accredited courses are offered under 
artist instructors, leading to the Public 
School Music Teacher's Certificate, Super- 
visor's Diploma, and the degree, Bachelor 
of Music Education. All 
courses are outlined to meet 
the latest State Board require- 
ments, and include academic, 
college credit subjects. Our 
Public School Music students 
have the advantage of the 
musical atmosphere which may 
be found only in a large con- 
servatory. They qualify for 
the most responsible positions, 
because of the superior musical 
training which they receive. 


ORCHESTRA CONDUCT- 
ING AND PLAYING 


High-salaried positions are 
constantly open for conduc- 
tors of, and players in, theater, ball-room, 
radio and symphony orchestras. Besides the 
best training, experience in both phases of 
orchestra work is available in connection 
18> 


P MARINUS PAULSEN 


A dormitory for women students is main- 
tained in a gq 


neighbor 

minutes’ ride of the School. The 
rates for dormitory residence 
are moderate. é 


TUITION RATES. 
The tuition rates of the Sher- 
wood Musie School are low f& 
enough to bring the advantages ~ E 
of Sherwood training within the 
reach of all students. _ 
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Vanishing Dances 


Ho! ror the dances of yesteryear! 

| Where is the redowa, the schottische, the varsovienne, the 
oa? york, the various and multifold toe-tickling melodies that sent 
our grand-daddies spinning in all proper decorum around 
the gas-lit ball rooms of the sixties and the seventies. The 
waltz has survived, and we still have in the classical repertoire 
the loure, the gavotte, the gigue, the saraband and the 
minuet. . 
The old dances, like Victorian ghosts, have faded away 
before the two-step, the one-step, the turkey trot, the shimmie, 
the clattering Charleston. Somehow we feel that a very lovely, 
a very quaint collection of dance forms has been slaughtered for 
a a litter of descendants of the can-can. 
| Yet these old dances were thought very frisky in their day. 
The waltz and the polka were faced by unlimited anathemas 

from those who saw them as symbols of iniquity. The schot- 

tische, when it first stepped on English shores in 1848, was 

considered a libel upon Scotland. The schottische was nothing 
more than a form of polka. It must not be confounded with 


ni the écossaise, which was a country dance of Scotch origin and 
which has been preserved in classical form by many great com- 
4 posers including Beethoven. Here is the first schottische intro; 
ES duced into | England. Witness this musical criminal in all its\ 
b dastardly wickedness ! ) 
a t 
Dal Segno 
4 ? 
N. Friendship and Musical Success 


: In no profession i is friendship of such importance as in 
music. Music is a social art. It depends upon its noble minis- 
try in consoling, delighting and inspiring. “Music Study 
Exalts Life” is the slogan Tux Ervoe Mustc Macazme has 

thrown into currency nt the million during the past year. 
To exalt life we must reach those who make up the great fabric 
of existence; and it is vastly to our interest to make as many 
as possible our friends. 

Thousands of people have written to us and visited us, 
asking advice about their careers. Once in a while an obviously 
unsuccessful person appears. Almost inevitably this individual 

falls in the class of “friendless.” Alas, they fail to realize that 
the very lack of qualities which draw friends to them has been 
_ the negative pole which has repelled success and happiness. 
“A friend may well be reckoned the masterpiece of Na- 
ture,” writes Emerson; and then he gives us the prescription for 
. Mfriendship : “The only way to have a friend is to be one.” The 
‘music teacher and the artist who keeps friendship in his heart 
is constantly thinking of ways in which to be of service to 
“friends.” With this great thought in mind his whole behavior 
pakes on an attitude of kindness, tolerance; bigness and warmth. 
s face radiates*that something which people want to remem- 
, har. He himself is a friend and ‘he will find friends multiplying 
“ eve re. 


How Long Should a Piano Last? 


In ovr Department of Educational Service we frequently 
receive the inquiry: 
“How long should a piano last?” 
It reminds one of the old minstrel gag: “How long is a 
piece of string?” 
It all depends upon three things: 
The original value in the piano itself. 
The use given the piano. 
The abuse given the piano. 


Your editor knows of a piano of one of the finest makes in 
America, a piano in which only the best materials and the best 
workmanship entered. This piano had only moderate use. At 
the end of ten years it was a wreck. The sound-board was 
cracked, the wires badly rusted, and the whole instrument was 
in really very bad shape. 

Who was responsible for this abuse? A musician of high 
standing, who simply could not help himself. His house was 
damp in summer, often very cold in winter, and the piano was 
so located that it could not avoid drafts. It may be said that 
the piano caught cold at the tender age of six and one-half 
years and died of galloping consumption. The finer the |instru- 
ment, the more susceptible it is to atmospheric changes. 

Little can be done under such circumstances. The action 
in the finest pianos will stand far more abuse than that in the 
poor ones. But no piano is made to resist “impossible” weather 
conditions or lack of ordinary care such as regular tunings 
and occasional regulating. 

It is far easier to kill a piano with abuse than it is with 
use. A piano of fine make is made to withstand terrific blows 
delivered at the keyboard. A player who knows how to elicit 
tone without sledge-hammer blows will get more out of the 
instrument than the musical blacksmith, and the pene will last 
longer. 

Of course, the cheap, marked-down, special bar gain piano, 
made expressly to catch “suckers,” will go to pieces in a few 
years, or perhaps a few months. Strange that so many people 
are not smart enough to find out that a cheap thing is often ten 
times as costly as a good thing. 

We have seen a fine piano of a fine make which, after 
twenty-five ycars’ use, was reconditioned by a competent piano 
man and was worth as much as a piano selling new at $350. It 
would then give as much service per year. The best investment 
is always a new piano. The second-hand piano and the second- 
hand automobile may prove liabilities rather than assets. Much 
depends on the original piano and the fundamental construc- 
tion of the piano. With thorough repairs the finest piano might 
last another twenty-five years. 

For the benefit of its patrons, Toe Erupr Music Maca- 
ZINE has responded to the immense demand and has established, 
as a part of our regular Erupe Educational Service Depart- 
ment, a department for the advice of those about to buy a piano. 
We do not sell pianos. We have no interest in any one firm 
selling pianos. We can merely tell our readers what reputable 
authorities and our piano expert know about the established 
makes. We cannot comment on “Stencil” pianos unless we know 
the real manufacturer. We refuse to make comparisons of one 
make with another. That would be unfair. We must not be 
asked to state what is the best piano. This is a matter of high 
artistic judgment and individual opinion. In writing, always 
state the size, shape, style and price of instrument you contem- 
plate buying. Address your letter to Ervpe Education Depart* 
ment, Attention of Piano Expert. 
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1848 La Vie Boheme 1926 


Wuew Henri Murger wrote his “Scénes de la Vie Bohéme,” 
in 1848, he had little idea that in this distant future a great 
Italian master would use a libretto taken from his romance 
and that “La Bohéme” would be heard for decades in the leading 
opera houses of the world. Murger died in 1861. La Bohéme 
was first produced in 1896. 

Murger drew an unforgettable pastel of the easy-going 
life of the artists of his day. Presented with Puccini’s music, 
it becomes one of the most gripping tragedies in the literature 
of the drama and the opera. “La Bohéme” had nothing what- 
ever to do with Bohemia, the land of a most industrious and 
responsible people who were literally obliged to abandon their 
national name for that of Czecho-Slovakia. 

So fixed in the public mind was the idea that “Bohemians” 
were more or less loose or dissolute vagrants who lived in attics 
in near-poverty, leading free and easy lives, that the real 
natives of Bohemia were extremely sensitive over the false 
application of the name. Czecho-Slovakia removed the curse 
from the proud land of John Huss. 

On December 19, last, the Bohemians of New York City, 
a club composed of representative musicians of the great metrop- 
olis, celebrated its twentieth anniversary with a dinner to Mr. 
Harold Bauer and Mr. Ossip Gabrilowitsch, who at the same 
time were celebrating their twenty-fifth year in America, to 
which land these great artists have so richly contributed 
through their musical ability and fine attitude. 

Mr. Rubin Goldmark, the well-known American composer 
(nephew of Carl Goldmark), was the toastmaster of the occa- 
sion. It would be difficult to imagine a more eloquent or diplo- 
matic toastmaster. Addressing the great gathering of one 
thousand musicians assembled in the magnificent ballroom of 
the Hotel Commodore of New York City, he very properly 
drew a comparison between the Bohemians of yester-year and 
“The Bohemians” of today. The contrast with what the dic- 
tionaries defined as “‘adventurers,” “‘vagabonds,” “people of 
irregular and eval habits” and the notable gathering of 
many of the foremost musicians of the world, was startling. 
Several of the musicians present could have written their checks 
for at least $100,000. Practically all earned very substantial 
incomes. 

This is due in large measure to the world-wide recognition 
of the real importance of music in life. After all, music means 
just as much to a people as the public is willing to sacrifice for 
it. The currency need not be gold, but there must be 
a reward if musicians are to prosper. That musicians here are 
more prosperous today than in any,other country of the world 
is high testimony to the value that Americans place upon music 
and music study. 


Professional Jealousy 


Once upon a time, according to popular belief, all musi- 
cians looked at their fellow-musicians as “hated enemies.” 
Friendship and codperation were little known qualities in 
musicdom. Really, is there any more professional jealousy 
among musicians than there is among people in other walks 
of life? We should say that there is not. 

Many years ago we, the editor, were, or was (as you 
choose) an organist. We played in many different churches. 
One of the pastors had a “hated enemy” in a neighboring 
pulpit. In a pure spirit of professional fellowship he would 
regularly lambaste his colleague in language so subtle, yet so 
cutting, that his own ineligibility for the high post that he 
held became all too obvious. No Sicilian Vendetta was any 
more intense. Whispered, razor-edged adjectives took the 
place of stilettos. We have never known any musician to be 
guilty of jealousy in greater degree. 

Professional jealousy in business? Surely the hard-headed 
men of commerce have no time for jealousy? Gee whiz! The 


ae par ae ; te 


prima ‘donna is a novice beside some of the business 
and executives we have known. Talk about mercil 
for private interests. Our experience in music and 4 
has shown us that the average musician often has a far 
and far more tolerant attitude than many business 
of the very finest things that the Rotary, the Kiy 
similar clubs has done is to point out to business. 
jealousy is always a brake upon the career of a firm ¢ 
an individual. The jealous man has a rope around his 
He can go only as far as that rope will let him, and ° 
is not very far. He can not be free until he throw 
horrible brake upon his progress, his happiness, his 
Rubin Goldmark, at the magnificent dinner gi 
pianists, Harold Bauer and Ossip Gabrilowitsch, com 
their twenty-fifth year of devotion to music in An 
tily said, “I have a musician friend who says that he de 
know what gives him the most pleasure—the newspap 
pings praising aus performances or the clipping te: 
rivals to pieces.” a 


The main thing for musicians to realize is thar ' 
cesses of the rival means the extension of musical app’ 
and that it is infinitely more to one’s advantage on th 
to have one’s rivals succeed than to have them fail. 


A Pair of Virginals 


Tue crear fire of London in 1666 was far more dev. 
ing im its effect than a Florida hurricane. It wiped ow 
tically the entire metropolis. Very little was left stan 
vast districts. It demolished not merely the priceless ac 
lation of property, art and education, but destroyed 
the more important human agents. Music was hard h 
ticularly because of the destruction of musical. instrum 

The previous century had been one of great ¢ 
England. The towering Shakespeare, the exalted ] 
say nothing of the royal personages upon the thro 
England, “Henry the Eighth, Queen Elizabeth — 
Scotland, the tragic Mary—all worshiped at the ch 
music. The interest taken in music by the rulers was not tl 
of passive patronage. They all played, believed in the joy 
playing and, according to report, played exceedin . 
Their favorite instrument was the virginal, or, as it) 
called, a “pair of virginals,” after the manner in w 
speak of a pair of stairs. 

The musical beginnings ~of England ‘were 
glorious. From “Sumer Is Icumen in” down to 
country in Europe had done more distinctive or 
work. The Elizabethan heyday of cultural activity 
lowed by the grim Puritan restrictions, and the great 
not among the least factors which curbed the artistic, 
and cultural advance of music for years. 


Pepys, in his diary, says that during the Gis 


ou of a house in it but there was a paire of virg 
Thus did the London refugees regard their myst 
Comes ing EDE, however, were destroyed ; 


tous set-back. Doubtless, if many of the instru 

were burned just at this very critical time in the se 

America had been saved, they would have found 

our country, and our somewhat lethargic mus 

would then have been distinctly quickened. 
‘ 


The Etude is the Bridge over which the mu 
interests of tens of thousands of pupils pass 
the summer months. Thousands of teache 
upon all their pupils having the E | 
and August. 


TITO SCHIPA 


re old school, A. Gerunda. 


FINE FOUNDATION in stud- 
ying the art of singing is liter- 
ally everything. The great 

with thousands of pupils at pres- 

‘that they are so impatient and often 

mceited that they attempt to launch 

upon a long-suffering world 
fore they have taken time to make 
it preparation. That I am able 

g such a very great number of en- 

its, year after year, in opera and 

srt, without any breakdown, I 

very largely to the exhaustive 

my maestro, Gerunda. When I 

to him, like all boys, I was wast- 

ce by shouting. He taught me 
lest and most natural manner 

e, how to place my voice. Then 

' ed a series of drills which 

and one-half years. Six and 

rears, with nothing but exercises! 
not permit me under any cir- 
to sing a song. Students at 
day want to launch themselves 
or ‘Turandot’ after one 

Some of them, in American 

“get away with it,” but only 

hile. After a few years, the 

to go. They wonder why. 
innot put a great skyscraper 
nd and expect it to stay there. 

s everything. 

e, in these days, when there 
r d upon young people, the 
of spending six and one-half 
ing technic of an art, with- 
udying a song, is terrifying to 
as, to the teachers who have 
impatient youth. 


Watchful Master 


RELATE this _ incident. 
y knew I had been singing 
. They had heard me sing 
they forced me to sing a 
- Of course I knew the 
ds of the popular old Nea- 
‘O Sole Mio,’ and I could 
persistent requests. The 

to the Maestro. I re- 
smoking a big pipe. 


ad heard of the episode of 
: e said, “Where did you 


0 Schipa was born in Lecce, southern Italy. 
Soprano voice and often sang solos. 
immediately realized that he had extraordinary musical gifts. 
ted to study at the Seminary, where for four years he remained, 
ical work being under the direction of Signor G. Albani. So 
wnced was his talent that he was continually brought to the platform 
1e front of the class to lead the other boys in singing. This was some 
“five years ago, when he was ten years old. Since then, he has 
one of the very greatest of living singers. 

y a leaving the ‘Seminary, he became the pupil of an Italian master 
Gerunda was not merely a teacher of sing- 


In his childhood, he 
The Bishop of the district heard 
He 


the first thing I knew he cuffed me vio- 
lently over the cheek in a manner I never 
forgot, saying, ‘I know that you sang. I 
told you not to sing until I gave my per- 
mission and you have disobeyed me. Never 
do it again.’ It seetned almost cruel to me 
then, but every day at every concert and 
every opera, I realize the enormous benefit 
that came from this exhaustive training 
from vocalises and vocal exercises. Some- 
times, when my general physical condition 
is not good, I find that my early training 
keeps my vocal organs in such shape that 
I am able to go on with the concert. 

“He gave me numerous exercises of his 
own. He gave me exercises and vocalises 
of Conecne and Quercia. He gave me 
numerous scales, but he was most per- 
sistent upon a beautiful sustained tone, 
or, as they say in Italian, nota tenuta, In 
addition to this, I was obliged to practice 
with the very greatest perseverance, sus- 
tained notes, singing them crescendo and 
diminuendo, Gerunda would make me do 
this with agonizing care. That is, I would 
start, for instance, upon C upon the third 
space of the treble clef, the note becoming 
gradually fuller and fuller for three and 
one-half measures and then diminishing in 
value for another three and one-half 
measures, until it finally faded away. The 
importance of the crescendo and dimin- 
nuendo contrelled at the will of the singer 
is so enormous that I am amazed that more 
attention is not paid to it regularly. After 
all, through diminuendo and crescendo, one 
has one of the most significant elements in 
expression. How rarely does one hear a 
good crescendo and a good diminuendo on 
a sustained tone. 


My First Song 
66 A FTER SIX AND ONE-HALF 


years of hard work I was permit- 
ted to sing A Furtive Tear from ‘Elisir 
d’Amore,’ the Flower Song from ‘Carmen,’ 
and Gounod’s famous Serenade. After six 
months, I mastered the opera, ‘Lucia.’ I 
know now at least forty operas. 
“Operas vary enormously in their diffi- 
culty. One of the most difficult operas 
for a tenor is the ‘Barber of Seville.’ 
Rossini thought the tenor to be a colora- 
tura soprano. The moderns do not seem 
to have any regard for voices whatever, 
j 


Nothing But Exercises 
tor Six and One-half 
Years 


> 


An Interview with the Famous Operatic and 
Concert Tenor and Composer 


TITO SCHIPA 
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TITO SCHIPA IN ‘““MANON’’ 


ing, but also an exceptionally fine musician in every way; and he taught 


his student piano, counterpoint and composition, as well as singing. 
was a hard master and a strict disciplinarian. 
credit for laying a very strong foundation. 


He 
To him Schipa gives the 
His own relation of his expe- 


riences with lis teacher are most interesting. 


Schipa’s fine stage appearance, 


his handsome bearing (he is con- 


tinually likened in the public press to Rudolph Valentino), and his con- 
summate art, have made him unusually popular upon the concert stage; 
while, for opera, these same qualities have placed him at the forefront of 


lyric tenors. 
section of THE ErupeE this month. 


They treat the tenor like a bass drum and 
want to make him growl. There are hu- 
man limitations and, as far as I am con- 
cerned, I have never seen the art in mak- 
ing a nightingale bark like a dog. 

“Massenet, Verdi and Rossini knew how 
to write for the voice, possibly better than 
almost any other of the operatic composers. 
Massenet’s music is thoroughly dramatic 
and forceful, but he never asks the singer 
to do anything impossible. It seems to me 
that this is an art in itself. 

“My early training in the works of Pal- 
estrina and Bach, as a child, was unques- 
tionably a great benefit to me. I am a 
strong believer in the need for having the 
singer well trained in music. My great in- 
terest is in composition, and I have writ- 
ten a number of works which have met 
with popular favor, including an ‘Ave 
Maria,’ a ‘Capriccietto’ for piano, and some 
works in larger form. They have been 
published abroad, as well as here. The 
arrangement of the Liszt ‘Love Song’ for 
voice was also my personal work. 


Learning a New Role 

et LEN STUDYING a new opera, I al- 

ways read the story first, then I study 
the music alone, usually whistling the mel- 
ody. If I did not know the musical struc- 
ture of the work, I would feel as though 
I were struggling along with crutches. So 
far as music is concerned, the singer should 
be, in most instances, his own coach. In 
fact, the study of the music is practically 
the only practice I do. It may astonish 
some singers to learn that I never practice. 
Why should I? I do an enormous amount 
of singing throughout the year and practice 
would only be additional use of my voice. 
Due to the foundation I received when I 
was a youth, it is possible for me to go 
directly on the stage, without any previous 
practice, and sing such a role as in the 
‘Barber of Seville.’ 
and my body are in good condition, that 
is practice enough, 


Care of the Voice 
oh | TAKE very great care of my throat. 
To one thing I attribute the fact 
that I rarely have a cold, and that is that 
I daily and without fail massage my face 
and throat with ice, for ten or twenty 


If my vocal organs , 


A beautiful “Lullaby” by Mr. Schipa appears in the music 


minutes. I also have a small rubber ice 
bag that I tie around my, throat and per- 
mit it to remain ae ae the ice is 
melted. This hardens me against changes 
of temperature. My old teacher taught me 
this first; and I have done it for years. I 
would, however, caution others against do- 
ing this too enthusiastically at first. It 
may not be a good remedy for others, 
but for me it is invaluable. 

“Operatic life is not without humor. 
Amid all the seriousness there is ever the 
lighter vein, which often proves very 
amusing indeed. I remember once when 
Mascagni was rehearsing ‘L’Amico Fritz,’ 
at the San Carlo in Naples, there was a 
baritone who was unsuccessful in singing 
a phrase. Every time he sang the phrase 
he was supposed to take a drink from an 
old oaken bucket, coming from a stage 
well. Mascagni had him repeat the phrase 
at least fifty times, until someone remarked, 
‘Tf he has drunk all the water he is sup- 
posed to have drunk from that bucket, 
he has drowned long ago.’ 


Another ‘‘Sorrow’”’ of Werther 

NOTHER TIME, I was singing 

Massenet’s “Werther? in Lisbon. 
In the third act, in Charlotte’s house, at 
the point where there is an impassioned 
love scene, I made my entrance through 
a door; but just before I went on the stage 
I realized the scene was not very safely 
secured. As I was obliged to lean back 
against the scene, after my entrance, I 
told the stage hand to hold the door with 
all his might, so I would not knock down 
the scene. I made my entrance, closed 
the door, and leaned back. To my horror 
I realized my wig was caught in the door. 
As I was singing with full force it was 
impossible for me to communicate with 
the stage hand so that I might tell him 
to open the door. 

“Charlotte, down stage, was imploring 
me to come to her and I was singing my 
impassioned desire to rash to her, but 
could not leave the door. Finally, by 
means of pantomime, I got someone to tell 
the stage hand and I was released from 
a very ludicrous position. 

“Another amusing situation occurred 
when, as I was singing at Madrid, the 
Serenade of the tenor in the ‘Barber of 
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Seville, a Serenade in which I actually 
accompanied myself on the guitar, play- 
ing the music demanded by Rossini, I 
was very much surprised to see dangling 
down in front of my face a huge spider. 
It was all I could do to keep from laugh- 
ing; but I knew the audience could not 
see the spider unless they had powerful 
opera glasses, so I waited until the spider 
reached the floor and then put it out of 
existence. 

“Because of my skill in playing the gui- 
tar a firm of Chicago manufacturers paid me 
the honor of presenting to me a guitar 
costing $1100.00, last year. This I use in 
‘The Barber of Seville, at every per- 
formance. 

“Again, let me advise young singers: 
The main thing in the art of singing is 
foundation! foundation! foundation! The 
better the foundation, the longer the voice 
will last and the higher the singer will 
be able to soar. Jean de Reszke and Bat- 
tistini continued to sing years after others 
were obliged to stop. What is the secret? 
A fine foundation !” Fs 
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“Perfection Before Pedal” 


By Blanche D. Pickering 


Very often pupils use the pedal too soon, 
when learning a new piece. In this way 
mistakes are covered up by the pedal, and 
the result is that the composition will 
never be played with perfection. 

The use of the pedal can make a compo- 
sition sound beautiful; and on the other 
hand the abuse of the pedal can spoil any 
performance. 

Therefore it is a very good plan for 
teachers to see to it that students do not 
use the pedal until they have mastered 
their piece. Of course, in most cases, 
teachers see their pupils but once a week, 
and so they should instruct the parents to 
watch this during the remainder of the 
week. 

The following is a good procedure with 
new compositions. 

The first week the new piece is assigned 
to the student with instructions to watch 
carefully the notes, time and fingering. 

At the first lesson, the student will play 
it through, very slowly, with no expres- 
sion, devoting all attention to notes, time 
and fingering. After all corrections have 
been made he is instructed to watch the 
expression marks for the next lesson, still 
without the use of the pedal. 

At the second lesson, after the pupil 
has played the composition through per- 
fectly, the use of the pedal should be 
marked on the music, to be studied for the 
next lesson. For example: 


Franz Liszt 
Poco allegro, con affettc 
es ee 


The above measures are taken from 
Liszt's Lowe Dream, No. 3. This system 
of writing out the pedal is easily under- 
stood by the pupil and is a time saver for 
the teacher. After a while, when the pupil 
becomes more advanced, pupils may write 
cut their own pedal marks, to be corrected 
by the teacher. 

The last thing required is to memorize 


af 
** 


the piece. Of course, if the piece is un- 
usually long, part of it must be assigned at 
atime. By using the above system, pupils 
will not learn as many pieces as they 
would if they were given a new one ¢very 
two weeks; but the compositions will be 
so thoroughly mastered, that they will have 
gained more in the end. 


Why Stop Work When 
Lessons Stop ? 


By Helen Tyler Cope 


Orren we hear of talented people who, 
for lack of time or funds to continue, 
have given up their music study and hid- 
den their talent “in a napkin.” Yet, even 
with time and opportunity, talent is some- 
times wasted when there is lacking that 
equally essential quality, the willingness 
to work, to persevere through hours, days, 
months and years. Laziness is usually the 
cause of failing to attain proficiency and 
success. 

If young people could but realize that 
to succeed they must be willing to sacri- 
fice some of their pleasure and desires 
and apply themselves more diligently to 
practice, the world in the next decade 
would be richer in art and there would 
be fewer regrets. 

Those who are unable to have a teacher 
should not lose what they have gained, but 
should resolve to begin work systemati- 
cally by themselves. Many of our great 
artists have studied alone, and the advice 
from de Pachmann given ina recent Eruper, 
ought to encourage and goad one on to 
doing some real work alone. He says, “I 
studied largely by myself Bach, Beethoven, 
Chopin... . everything; and the student 
who is pining for a teacher may, in this 
day, work by himself and acquire a technic 
and repertoire which would put.to shame 
some of the students who use a teacher 
for a kind of crutch .. . . Everything de- 
pends on your deep-seated love for the art, 
your willingness to sacrifice, and your en- 
durance to work work WORK!” 

A few suggestions by which the worker 
may profit follow: 

First and all-important: regulate your 
routine to include daily practice. The 
temptation is for spasmodic work. A prac- 
tice hour must be established and never 
interrupted by trivial things. Fifteen or 
thirty minutes a day, strictly adhered to 
and rightly used, can accomplish much, 
part of the period being used for technical 
development and part for the study of 
solos which should be worked up to the 
finished point. 

Second: cultivate musical acquaintances ; 
hear all the good music possible, and read 
and study the musical magazines and litera- 
ture. 

Third: make use of every opportunity 
to appear in public performances, thereby 
gaining poise and nerve control. There is 
no worse handicap to the amateur than 
stage-fright and no asset more valuable 
than perfect ease and confidence acquired 
through wide experience in public work, 
participation in church, club and charitable 
affairs. 


Fourth: Do not be above taking ad- 
vantage of opportunities for earning 
money. 

Fifth: Do not sacrifice yourselves and 


your talent completely for your home and 
children. Hold on to music for the en- 
joyment of those about you, and when the 
hard, strenuous, and, after all, brief years 
of motherhood have passed, you will need 
your talent and resources for your own 
happiness. 

Sixth: Create an outlet for your self- 
improvement by forming a neighborhood 
group of congenial workers to meet for 
mutual help and study. This does not 
mean “organize a club,” for a club gen- 
erally entails burdensome dues, social frills 


and petty personal friction for which there 
is no time. Get together, study the operas 
and musical history, prepare programs for 
which practice, otherwise neglected, must 
be done. Interchange current magazines 
and books of musical interest. 

Seventh: Gather up your broken threads, 
you idlers, regardless of age! No other 
publication gives more aid and inspiration 
to the self-helped student than THe Ervpe. 
If you have back numbers, review them 
carefully, studying your individual needs. 
The pianist is advised to read the follow- 
ing articles listed from the 1925 copies: 

January, page 20: Where There’s a 
Will There’s a Way (Fairchild). 

February, page 83: How Not to Prac- 
tice (Corder). 

February, page 89: How to Bring an 
Earlier Technic Up-to-Date (Stair). 

May, page 315: What Makes Piano 
Playing Difficult? (Raab). 

June, page 389: The Master Secret of 
a Great Teacher (Brailowsky). 

August, page 539: Systematic Practice 
Plan. Making Plans for the Coming 
Musical Season (Pierson). 

September, page 609: How to Play an 
Artistic Accompaniment. Rebuilding a 
Long-Neglected Technic (La Forge). 

October (editorial) : Get That Technic! 

October, page 687: Talks on Playing 
the Piano (Philipp). 

October, page 695: Master Thoughts 
from the Life of a Great Peaaher (Mme. 
Leschetizky). 


A Thought Provoker 
By D. Little 


I WENT to a 

Concert the other nigh and 
My friend said, “What is 
That instrument and ‘also 
This instrument?” and 

I said “It’s a—— 

Oh, that’s pretty 

Ah, that’s sweet——” 

And my 

Friend isn’t a piano- teaches and 
I am, but 

I didn’t know the names of the 
Instruments. . . . When 
I got home 

1 thought, 

Well, I may be a 

Pianist but I’m not a 
Musician ! 

I intend to be one. 

I'm studying now. 

Are you like that? 


“Breaking-in” the New 
Lesson 
By Stella Whitson-Holmes 


Tuat pupil is best trained who is taught 
how to “break-in” the new lesson. This 
can be accomplished by playing every note 
of the new assignment, hands separately, 
during the lesson period. The pupil should 
be shown, as nearly as possible, the pur- 
pose of a study; difficult parts should be 
discussed, each note played correctly in 
every way, and the whole composition 
counted aloud. When every phrase of the 
lesson has been made familiar in this 
way, it may be regarded as ‘the first prac- 
tice. 

Then the pupil should be told to perform 
his “breaking-in” practice with the same 
care at home and on the same day he has 
his lesson, since he can bring a more musi- 
cianly attitude toward the problem then 
than he could did he neglect the lesson 
for a day. 

The remaining days of practice should 
drive the lesson into memory in perfect 
shape. Another aid is the habit of prac- 
ticing systematically, that ‘is, the scale 
first, study next, piece last—a regular diet. 
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THE ETUDE 


HE CULTIVATION of good taste 
iS as necessary a feature of a 
teacher’s duty as the training of 
chnic. This should be begun as soon as 
ossible. Simple arrangements of compo- 
sitions by standard composers are to be 
ind in every publisher's catalog. In 
cticing these, the pupil’s acquaintance 
th the best music will be established 
rly. 

Tt is just as easy to develop a love for 
yood music as for poor music. The child 
extraordinarily susceptible to the recep- 
on of impressions. The teacher is truly 
responsible for the education of the pupil’s 
aste. If his selection of pieces is con- 
ined to wishy-washy, nondescript compo- 
sitions, the pupil will instinctively recoil 
from them and will prefer something of 
@ jazz sort, which has at least some 
striking characteristics. 

There is a tremendous amount of inane 
d puerile early-grade stuff written for 
aching purposes. It is too bad that val- 
e time in the formative period is given 
‘to the study of that sort of trash. It is 
‘infinitely better to give the pupil easy 
transcriptions of operatic airs, simple ar- 
rangements of folk-songs, melodies from 
Symphonies and String Quartets, put into 
ayable form for young children. Some 
‘the dances from the Bach and Handel 
ites have been cleverly arranged for 
students in the second grade. 


Great Composers and Children 
NE MAY WONDER why the great 


a 
uildren. The reason is that their musical 
neeptions transcend the abilities of chil- 
en's fingers. The passage work is too 
ult; the chords are too complex; the 
\dulations too intricate. But we must 
t things as they are. If the Masters 
given us but little especially intended 
children, able transcribers and editors 
taken passages from their Sym- 
mies, Sonatas, Concertos, and String 
tets, and have put them into good 
e for beginners. At a later age, when 
or listening to these works in 
original form, they will be recognized 
old familiar friends. Thus, besides the, 
hnical and other advantages gleaned 
n their practice, education in music 
eciation will have begun. 


Music in Schools 


UCH GOOD is being done in the 
schools nowadays by means of re- 
ucing instruments. The pupils hear 
eratic airs, good songs, piano and orches- 
al selections. They soon become ac- 
inted with them; and, when ear tests 
4 given, they usually make high grades. 
i¢ amount of good done in this way 
emendous. Also, information is given 
instructor regarding the various 
ers—their character, the composers’ 
ss, characters, manner of work and so 
all of which is very valuable. 

wever, the combat against the vulgar, 
iry, meretricious “popular” music 
ist be kept up without cessation. Its 
y c lilt is often captivating, and it 
$ no concentration of the mind to 
it. But it has a paralyzing effect 
taste for better music. It can 
the listener to be unresponsive 
ing else. It seizes its victim like 
cles of an octopus, and drags him 
to the depths of musical oblivion. 
€, it is the teacher’s duty to keep 
the necessity of developing and 
g the pupil’s taste, and of finally 
it so firmly, that “jazz” may 
n the ear ih vain. It may be 
d, as slang in speech is occasionally 
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composers wrote so few pieces for: 


By E. R. KROEGER 


tolerated, but it cannot take the place of 
what is generally acknowledged to be the 
best in Musical Art. 


The Children’s Composer 


HE PRINCIPAL great Master who 

has written music especially for 
young people is Robert Schumann. His 
“Album for the Young,’ Opus 68, the 
“Childhood Scenes,” Opus 15, and the 
“Three Sonatinas,” Opus 118, amply prove 
his love for children. In the set of pieces 
entitled “Album for the Young,” there is 
such a wealth of beauty, and such imagina- 
tive power displayed, that it is difficult to 
refrain from referring to all the pieces. 
But for the purpose of illustration in this 
article, the writer feels obliged to limit 
himself, and to select a few. In No. 6, 
(“The Poor Orphan”), which is in the 
key of A minor, we have a few simple 
chords, above which there is a plaintive 
little melody which is most appealing. 


Ext The Poor Orphan, Schumann 


Lento mm. d)-88 


fi 


Our better emotions are aroused, when 
listening to this little piece, and the eyes 
fill with tears, in picturing the sad life 
of the lonely little orphan. No. 10, (‘The 
Happy Farmer”) is widely and deservedly 
known. It has become a classic. The 


melody in the left hand is bright and good 
humored. In the course of the composi- 
tion, the right hand genially joins the left 
hand. 

“A Little Study” (No. 14) is a simple 
arpeggio study, alternating the hands, but 
concealed in the broken chords is a de- 
lightful melody. The word refined can 
well be used in describing this number. 
No. 11 is the famous “Little Romance,” 
frequently used in connection with the com- 
poser’s celebrated “Traumerei,’ (from 
“Children’s Scenes,’ Opus 15). It is a 
most expressive piece. The principal mel- 
ody is played by both hands an octave 
apart, and the short chord accompaniment 
is quite subdued. The middle section has 
strong chords in contrast to the song-like 
character of the first theme. No. 20, in 
the key of F, has no title, yet the charm 
of the melody is quite unusual. It is 
pleading and longing, and requires a firm 
singing touch, in order to play it properly. 
A beautiful tonal tribute to his friend 
Mendelssohn is “In Memoriam” (No. 28) 
in the bright key of A major (a favorite 
key of Mendelssohn) which brings out the 
best features of good style in its rendition. 


In Memoriam, Schumann 


Moderato cantabile u.m. <)=84 
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On Developing Good Taste Early 


A composer, who was fond of children 
(and who, by the way, was a good friend 
of Schumann), was Niels W. Gade of 
Denmark. He wrote a most charming set 
entitled “The Children’s Christmas Eve,” 
(Opus 36). All of these six pieces dre 
very lovely. In the first we have ‘“‘Christ- 
mas Bells,” quite descriptive. The second 
is a little “Christmas Song,” of the foll- 
song character. 


Christmas Song, Gade 


=== !- = 


Child Je-sus to the world was brought,That 


a 


he from sin might 


The third is “The Christmas Tree? a 
little march. The fourth is a “Boy's 
Merry-Go-Round,” full of sparkle and vi- 
vacity. The “Dance of Little Girls’ (No. 
5) is very graceful. No. 6, “Good Night,” 
retains some excitement, due to the vari- 
ous doings of Christmas Eve. Robert 
Volkmann, in his Opus 27 (‘‘Grand- 
mother’s Songs’), wrote a coilection of 
fascinating pieces, all of which may be 
taught for the purpose of developing good 
taste. 

Stephen Heller is a composer who has 
written many Etudes, largely valuable in 
cultivating the musical susceptibilities of 
the student. It is no easy matter to select 
from them any special ones to be recom- 
mended. One set, not taught as much as 
the others, but especially attractive, is 
Opus 125, “Twenty-Four Studies of Ex- 
pression and Rhythm.” Another delight- 
ful set is the “Thirty-Two Preludes to 
Mademoiselle Lili,’ Opus 119. It is truly 
a sequence of musical gems. “The Al- 
bum,” Opus 138, is a splendid collection 
of short and picturesque pieces. It con- 
tains the well-known “Curious Story.” 


Other “‘Scenes from Childhood” 


ARL REINECKE is another able 

composer who has written consider- 
ably for children. His eighteen pieces 
called “Home Music” (Opus 77) are re- 
plete with charm, refinement, and distinc- 
tion. The “Scenes from Childhood” of 
Theodor Kullak (Opus 62 and Opus 81) 
contain many pieces which can be used 
both for the purposes of study and for 


The Clock, Kullak 


} 
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recital performance. “The Clock” (Opus 
62, No. 2) is particularly well known. 


«The writer very heartily recommends 
these “Scenes” to teachers who are on the 
lookout for attractive numbers. 

Xaver Scharwenka, in his “Album for 
Young Pianists” (Opus 62) has written 
twelve charming pieces of about the third 
grade. A composer who has much sym- 
pathy with child life is Cornelius Gurlitt. 
His “Album for the Young” (Opus 140) 
contains twenty simple pieces, all of which 
are melodious and artistically pleasing. 
There are, of course, other compositions 
written for young people, which can be 
used for the development of good taste. 
However, in those above mentioned, the 
writer feels that he has given the names 
of many which are most valuable in ob- 
taining results which are greatly to be 
desired, 


Self-Test Questions on Mr. Kroeger’s 
Article 

1. When should the development of a 
taste for good music be begun? 

2. Why have the great composers left 
so little music suitable for children? 

3. How are the public schools influenc- 
ing the general taste for music? 

4. Which of the great composers has left 
the most music intended for children? 

5. Name four other composers who have 
left compositions written in a style suited 
to children. 


Weight Playing 


By Josephine Clark 


In teaching weight to those who have 
difficulty with the legato, this simple little 
illustration seems to drive home the point. 
Swing the pupil’s relaxed arm by holding 
it by its first joint. Then have him imagine 
he is swinging by his arms from a trapeze 
or from the limb of a tree and is working 
sideways along its length. Of course he 
will not let go with one hand until he has 
a grip with the other‘ (unless he wants to 
break his neck). Now the teacher grad- 
ually releases one of the child’s fingers 
as he climbs with another, his arms re- 
maining a dead weight. 

To get a really relaxed fall, hold his 
arm by a finger and, while swinging it, 
compare it to a loose rope which sud- 
denly breaks. The fingers drop, all right! 


Managing the Student and 
the Studio 


By Marguerite C. Kaiser 


T IS NO longer a simple matter to 

attract and to hold piano students. 

With the advance made in the fields 
of education and commerce the private 
teacher's problem has grown seriously 
complicated, Practical ideas, like the five 
given below, have an assured way of im- 
pressing and winning over the intelligent 
and discriminating pupil of to-day. 

Pupils respect the private teacher who 
dares to have a code of laws and is coura- 
geous enough to demand obedience to 
them. 

Tacked on the side of his desk, within 
arm’s reach, the teacher may display a 
large piece of cardboard on which are 
written the rules and regulations govern- 
ing the class. They may be read aloud to 
each prospective pupil, for there should be 
a mutual understanding of what is ex- 
pected and why. Rights should be clearly 
asserted before the pupil has committed 
himself. Then, afterwards, there will never 

arise any unpleasant discussion concerning 

unfai pireuine: taken either by teacher 


Rules and Regulations 

1. Tuition must be paid five weeks in ad- 
vance. 

2. All missed lessons must be made up 
at the convenience of the instructor or 
paid for in full. 

3. Lessons will end at the time scheduled. 

4. Lessons falling on holidays will be 
changed to another day or not charged. 

5. Pupils are requested to practice two 
hours every day. Those going to business 
are expected to practice one hour, 


The Pupil’s Pledge 


Os after the pupil has read over and 
has signed the following printed pledge 
is he truly accepted as a pupil. This 
pledge should be pasted in the inside cover 
of the Instruction Book where it acts as 
a constant reminder. If the teacher makes 
it difficult for students to become mem- 
bers of his class he encourages effort from 
those who feel privileged to be under his 
guidance, while at the same time he is in- 
sured against the superficial innovator. 


promise (name of teacher) 
(My earnest and sincere teacher) 
the following 

I will always regard (name of teacher) 
as my sympathetic friend and helpmate. 
I will tell him without hesitation exactly 
what puzzles me so that he can help 
me when I need it most. I will try never 
to deceive or disappoint him in any way 
for I fully realize that he is constantly 
planning and laboring for’ my success. 

I will come regularly for my lessons and 
remain absent only for very serious rea- 
sons. 

I will always try to be punctual—rather 
too early than to late. 

I will practice every day faithfully and 
as much as possible. J can be only as 
skilled a player as I-am a willing student 
and worker. 

I will practice slowly and with intelli- 
gence and care. If I practice beautifully 
I shall play beautifully. 

I will not waste my time on “jazz” but 
rather use it to understand the best music. 
When I come in contact with a famous 
work which seems to be outside of my 
sympathies, I will say, “This work bears 
the name of an artist whom the best judges 
have pronounced to be great. The work 
is called a masterpiece. 1 cannot see its 
beauty, but that must be because I am not 
yet educated to it. I will study it, and per- 
haps, by and by, I shall appreciate its qual- 
ities. A love of good music is the one 
unnustakable mark of culture the world 
over, 

I will cultivate a love for all that is 
beautiful and uplifting in this life—good 
books, pictures, nature with its stars and 
sunsets and forests and hills, and friend- 
ships which bring us closer to God. Life 
to me, without music and art and loveli- 
ness, 
living. 

The Index File 


N INDEX file is as much an asset to 

a piano teacher as to a commercial 
executive, for money is money whether 
taken in exchange for an artistic truth or 
for a pair of shoes. For the teacher to be 
careless in keeping business records is to 
enslave his peace of mind to endless de- 
tails, to say nothing of the dissatisfaction 
inspired in his pupils. 

In a small desk file the teacher may 
arrange three groups of index cards. 
After a pupil has signed “The Pupil’s 
Pledge” his name is entered on three cards. 
One card is filed under Mailing List, one 
under Tuition and oae under Repertoire. 
The Mailing List is referred to when send- 
ing out studio announcements, circulars 
and recital invitations. It is also handy 
when locating, at the spur of the moment, 
a pupil’s address or telephone number. 


would certainly not be worth the’ 


an attractive way. 


The Tuition file contains a record of pay- 
ments made, and the Repertoire file, of 
each piece or study that has been memor- 
ized. 
The Receipt 
Pies GIVE a receipt is not only strictly 
business-like but also wise and fair. 
Pupils are thus entitled to a protection 
against clerical errors, and, when paying 
in advance, have a dependable reminder 
of such payments. The Theodore Presser 
Company publishes excellent and inexpen- 
sive printed blank receipts. 


The Lesson Book 

rT IS WISER for teachers to write 

down a pupil’s lesson rather than fol- 
low the old way of asking him to remem- 
ber it. A little book containing twenty- 
four blank lesson slips called “Guard’s 
Practice Record,” also published by Pres- 
ser, solves the problem beautifully. Each 
pupil is given one, and every week his 
lesson is written in it. To the teacher, the 
Lesson Book is a weekly guide and an in- 
valuable reference. To the parents it is 
a boon, for it keeps them posted as to the 
duties and progress of their children. To 
the pupils themselves it is an unfailing 
standby, and a means of review that is 
unparalleled. 

lf private teachers based their lesson 
contracts upon these fine principles, their 
students would be truly impressed. 


Rhythmic Motions 


By May Hamilton Helm 


THE FIRST time I used my metronome 
my little brother, six years old, was much 
interested in it and brought in a playmate 
to hear “the little clock.” In explaining 
it to them, I first set it at the slowest. 
\They began swaying from side to side 

making grotesque movements. When the 
tempo became faster, they changed their 
motions, until, at the fastest, they did a 
pretty good jig. Later this little brother 
gave an “interpretive dance”? to Schumann’s 
Faschingsschwank in most amusing fashion 
—a purely accidental but sincere tribute 
to the spirit of the piece. 


It Pays to Advertise 


By Florence Belle Soule 


SPENDING a day in New York recently, I 
was much interested in the various adver- 
tisements. Fortunes are spent in advertis- 
ing in this city every year; and we can 
well afford to examine the results and 
profit by them. 

The subway cards read: 

Use the Subway. Save Time san Be Safe. 
The Safest Railroad In the World. 
The elevated advertises as follows : 
Ride On the Elevated. 
Avoid the Crowds and Get the Fresh Air. 
Use the Open Air Route. 

There are also cards used in the surface 
cars: 

Use the Surface Cars and Save Steps. 

We can see at a glance that these are all 
good, They tell the truth and be tg do it in 


Musicians use very little im 
their advertising. There is su 
alluring in the following: 
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teacher cannot sing, but m 
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them forward. This is s 
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teacher are, first, his o 
public, second, the pt 
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ality and a winning 
capable of doing work 


be a great success, / 


The fruit dealer fixes 
as attractively as possil 
shop is often so tempting 
are over-weight as a resi 
gence in wares displayed 


we make our displays, 
will be for us, P 

We cannot very well 
hearted man or woman to t 
hand and make us famous. | 
comes in this way. We 
until we can do something 
please the public, then get 
to make our opportunity 
before the public until 

It pays to advertise. 
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By Earl C. 
Tue following exe 


the piano, will el 
hand. 
Be careful not to o 
At the least sign of fa 
immediately. 
1. Open and shut 
to forty times. 
2. Twist each finger 
in a rotary motion to 
times and then to the 
with the left hand. 
3. Stretch in between 
and pull them apart as 
4. Massage the back of 
Massage in between the 
fingers, especially the fe 
fingers. Oo 
5. Pull the pose 
almost form a right a 
the hand. 
6. Keeping the fo 
hand from right to 
up and down. These 
for developing a str 
By practicing these | 
endless scales and 
time and also keep 
condition. 
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THE ETUDE 


his first instruction. 


he became a pupil of Jeno Hubay. 


EMORIZE every one of your exer- 
cises and technical studies, if you 
x would master the violin. I consider 
‘it more important to memorize exercises 
than solos, at least until the student has 
“completed the technical studies as the 
major part of his work. 
_ To play the violin well, you must first 
overcome all technical obstacles. Until 
‘you have done that, you cannot throw 
your whole soul into the music itself. The 
effort to execute the difficult notes detracts 
from the freedom and ease so necessary 
to smooth, sympathetic playing. 
During my studies with Hubay and 
Auer, I had a lesson twice a week and 
"memorized every exercise so that I seldom 
had occasion to refer to the music while 
‘at my lesson. Memorizing an exercise is, 
‘ef course, more difficult than learning a 
solo. The latter has a melody which the 
former usually lacks, since it has, for 
its primary purpose, the emphasizing of 
‘a certain technical difficulty. Such prac- 
tice develops the ability to concentrate, 
which is considered essential to memorizing. 
_ But to play an exercise or solo over and 
over until it is learned by heart is too 
cumbersome a process. Artists who must 
have extensive repertoires would never 
succeed if they depended on mere repeti- 
for learning large concertos. The 
d, the eye, the fingers of the left hand 
and the bow—all these must combine to 
fix the selection in memory. " 
In my own case I visualize the music 
can picture in my mind’s eye not only 
note but every notation of dynamics, 
mark on the page, even to the finger 
s or a tear in the paper. Not many 
sons, however, seem to have this faculty 
eloped to such an extent. They must 
rely on the other senses for memory, such 
is “hearing” the music mentally and mem- 
rizing the fingering and bowing. Then, 
an the mental picture fails them, they 
; still proceed by remembering how 
_ passage is fingered. Perhaps the 
ers unconsciously go through the pas- 
so that, with the assistance of the 
‘ which likewise has remembered what 
, the performer manages to continue. 
are helps, but visualizing the music 
; the first essential. At least I find it so. 


‘tion 


Beauty Through Repetition 

NCE HAVING learned a solo, the 
ent should play it frequently, not 
because repetition is an aid to 
y but really to seek new beauties 
int is that in the masterpieces, 
the student should find new beauty 
he plays them. I have played 
en Concerto hundreds of times, 
all parts of the world, and 
I discover something new in it. 
the individual is talented or 
work is necessary. No one can 
a great violinist who is lazy. 


An Interview with the Well-Known Violin Virtuoso 


EDDY BROWN 
Obtained especially for The Etude by Arvid Erickson 


__ Eddy Brown who shares with Josef Hofmann the accomplishment 
of having developed from a boy prodigy into a great artist, is regarded 
_ to-day in both Europe and America as one of the masters of the violin. 

| He was four years old when his father, a pupil of Jacobsen, gave him 
At five he appeared in public. 
apolis with Hugh McGibeny, and, at seven, went to Europe. At Budapest, 


He studied in Indian- 


He played the Mendelssohn concerto at eleven, and in a contest free 
or all violinists, came out victor among forty contestants, receiving a fine 
olin as prize. In his thirteenth year, he passed his examinations at the 
Royal Conservatory by playing the Beethoven Concerto with orchestra. 
| As the story goes, David Popper, the celebrated virtuoso, came on the 


However, much study is wasted through 
lack of method and direction, and so I 
give a few hints that may simplify the 
task, 

One of the first suggestions concerns the 
left hand thumb. Violinists spend long 
and sometimes painful hours developing 
their left hand fingers, but they neglect 
the thumb. Flexibility and control of the 
thumb are as important as these qualities 
in the fingers, and thumb exercises should 
be considered among the fundamental 
studies in violin playing. 

Here is an exercise for the thumb which 
is most helpful. To convey an accurate 
picture of it by means of the printed page 
is something of a problem. In general, 
it consists of a forward and backward 
movement of the thumb, a single move- 
ment for each note played. 

On the G string, play G, A, B, C, and 
D thus: 


While playing G on the open string, 
move the thumbup the neck of the in- 
strument until it reaches what would cor- 
respond to the note D or thereabouts, 
stretching the thumb as far as_ possible, 
but taking care not to move the hand or 
wrist. Then play A with the first finger, 
moving the thumb back as far as it will 
go. Now play B with the second finger 
moving the thumb up to D again, then 
back while playing C, and so on, in this 
alternating manner. 

The entire movement should be con- 
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stage and kissed the abashed Eddy before an audience of 3,000 persons, 
declaring he had never heard the work played with such perfection since 


Joachim. 


From Budapest, Brown went to London for a tour that proved extra- 


ordinarily successful, then to Holland, Finland and Russia. 


Afterward 


came a period of five years’ continuous work under Leopold Auer, and 
his triumphant Berlin appearance. Driven home by the war, Brown made 
his American début at the Metropolitan Opera House, New York, in 1916, 


playing the Tchaikowsky concerto. 
tour, repeated through five seasons. 


This was followed by an extensive 
He returned to Europe, playing two 


more seasons before again coming back to the United States for another tour. 
An artist who has added distinction to American musical accomplishments. 


fined to the fingers and the thumb, the 
purpose of this exercise being to limber 
up the thumb and strengthen it at the 
same time. Due to past neglect, it will 
become tired at first, but it will soon re- 
spond to regular exercise. 

Now a few words as to the vibrato, one 
of the most important phases of violin 
playing. Unlike many violinists who con- 
tend that, unless the vibrato comes na- 
turally it cannot be acquired, I believe 
that a good vibrato can be obtained by 
constant application, even though the pro- 
cess is, at times, long and painful. 

The first phalange of the finger, that 
nearest the finger nail, should be bent un- 
til it nearly doubles back to meet the 
third phalange. This brings the first and 
second phalanges almost at right angles. 
In other words, each finger describes the 
letter “n’” and is so placed that the tips 
are almost perpendicular to the finger- 
board. 

The player should concentrate on the 
joint nearest the finger nail with the feel- 
ing that the power which rocks the finger 
back and forth to create the vibrato ema- 
nates from this joint rather than from the 
wrist. 

The mind should conceive of the finger, 
in this forward and backward movement, 
as pulling the hand with it, rather than 
the hand pushing the finger. All muscles, 
however, should be relaxed so that there 
is no counter movement or resistance to 
the easy motion of the fingers. The stu- 
dent should not rock the fingers too 


rapidly or the result will be a nervous 


rather than a pliant vibrato. 


EDDY BROWN 


Relaxing the Wrist 

N EXCELLENT plan for acquiring 

a flexible right hand wrist is to 
practice bowing with a book under the 
arm. In order not to drop the book the 
student should be required to hold the 
upper arm fixed without rigidity and to 
move only the forearm, wrist and hand. 
This in itself forces the wrist and hand 
to relax, especially when full bows are 
used. 

The purpose of this is to give the flex- 
ibility which is of necessity induced in the 
wrist by inability to move the upper arm. 
However, this is merely for practice pur- 
poses. On playing without the book, the 
student will realize what freedom there 
is for the right arm. This helps con- 
siderably in acquiring a large, free and 
easy bow technic. 

In holding the bow, the thumb should 
remain between the first and second fin- 
gers. For practice purposes lift the sec- 
ond and third fingers, holding the bow 
with only the first finger and thumb and 
balancing it with the fourth, being very 
careful to see that the fourth finger al- 
ways touches the bow. Hold the bow 
fairly tight, but be sure to give the 
wrist the utmost freedom and flexibility. 

There is a common impression that a 
fairly tight bow is necessary for a large 
tone, yet I have continually played with 
the bow hair very loose with a consid- 
erable gain in power and sonority. The 
impression is given that tone is produced 
by being drawn rather than pressed out 
of the instrument. 

One of my exercises for tone produc- 
tion is a quick, sharp note, the bow being 
drawn rapidly from frog to tip and raised 
with equal rapidity at the end of the 
stroke for both up and down bows. 

The bow should be applied lightly to 
the strings, but the left hand fingers must 
be of steel. A good tone cannot be pro- 
duced with uncertain wobbly fingers. The 
fingers must know where they are going 
and then hit the string with a hammer- 
like action that in itself may be heard even 
though the bow is not touching the string. 

I would emphasize, also, the importance 
of accent as the backbone of rhythm 
which, in turn, is the life of music. For 
instance, play a few measure of a Schu- 
bert Rondo, or any other number at hand 
with the first notes in each measure well 
accented and then repeat, but without ac- 
cent. Despite the fact that the notes are 
played in the latter way in correct time 
and with beautiful tone, they do not 
“sound,” but, lacking rhythm, are lifeless. 
The passage played the former way, how- 
ever, has rhythm and, therefore, vitality. 


“Personal participation in the perform- 
ance of good music ts the one way to cre- 
ate in the minds and hearts of the young 
a lasting desire to hear good music.”— 
JoserpH REGNEAs. 
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“Flowers of Our Lost 
Romance”’ 


——_ 


By E. L. Selwyn 


— 


Unver the above title, Dr. Charles F. 
Lummis writes a preface to his “Spanish 
Songs of Old California”—a few of the 
great number he has collected, to which 
accompaniments have been written by Mr. 
Arthur Farwell. “In old California, ‘be- 
fore the Gringo came,” says Dr. Lummis, 
—“the California of the Franciscan Mis- 
sions and the vast Ranchos—they lived the 
happiest, the humanest, the most beauti- 
ful life that Caucasians have ever lived 
anywhere under the sun. It was Patriarchal 
as Abraham—and far more hospitable. 
Hotels were impossible, because every 
home was open to the stranger—and even 
I have known the day when I could travel 
from San Francisco to Chile without a 
dollar or a letter. There were no orphan 
asylums—for everybody was anxious to 
adopt any orphan that happened. There 
was no paying $5.00 to be seen chattering 
in satin while some Diva sang her highest. 
There was no Grand Opera—and no fool 
songs. There were songs of the soil, and 
songs of poets and troubadours, in this far, 
lone, beautiful, happy land; and songs that 
came over from Mother Spain and up 
from Step-Mother Mexico. But every- 
body sang; and a great many made their 
own songs, or verses to other songs. 

“For thirty-eight years I have been col- 
lecting old, old songs of the Southwest; 
beginning long before the phonograph but 
utilizing that in later years. I have thus 
recorded over 450 unpublished Spanish 
songs (and I know many more in my 
‘Attic’). It was barely in time; the very 
people who taught them to me have for- 
gotten them, or died, and few of their 
children know them. But it is a sin and 
a folly to let such songs perish. We need 
them now! They are of the kindred of 
our own undying favorites.” 


Improving the Diatonic Scale 


By Ralph Kent Buckland 


Perrection of the scale is paramount in 
piano playing. There must be evenness, 
smoothness and speed. <A great help in 
attaining the latter is to be brought about 
from the practice of velocity exercises 
with the chromatic scale. 

Beginning with any note, conveniently 
with the keynote of the major scale for 
that day’s practice, the student should 
run, as rapidly and as easily as possible, 
chromatically to the octave, pause for a 
moment as does a swallow before a down- 
ward swoop, descend as rapidly to the 
tonic} pause again, then sweep upward and 
immediately down again without waiting 

-~ at the highest note. This should be re- 
peated through two octaves, each time add- 
ing a new, half tone, until the scales of 
both octaves have been compassed. 

This treatment of the chromatic scale 
will be found greatly to clarify and 
strengthen velocity in the diatonic scale. 
When the student wishes to play the final 
seale run in the Chopin JValtz, Opus 64, 
No. 1, it will be found to ripple lightly in 
even triplets to an effective close. 


“Tmmense advantage and profit may ac- 
evue by direct dealing with the laws which 
underlie musical art, but to look into its 
hidden past and to explore its historical 
treasure-house is to realise, at least in some 
measure, that music as applied to the wor- 
ship of God is one of the most powerful 
factors which have been making for a bet- 

ter world in which to live and have been 

ping mankind in its quest for God— 
RAC aa igad in The Diapason, 


Melody Writing for Little 
Folks 


By Leonora Sill Ashton 


NE OF the best teachers I ever knew 
insisted on a blank page of music 
paper at the first lesson of every one 

of her pupils; and upon this the little'begin- 
ner made his opening efforts in writing 
the simple elements of notation. 

I do not believe in too much theory. 
The first object of a piano lesson is to 
teach a child to bring forth pleasant sound 
for the enjoyment of his family and. him- 
self; but, at the same time, intelligent 
musicianship must go hand in hand with 
the fine ear and the natural musical sense 
which are born in most children. 

A clear explanation of the signs of 
notation, of course, must be the foundation 
of all music teaching; and the actual 
forming of these signs by the small fingers 
themselves, is worth more than a dozen 
“tellings’ or two dozen “tryings to re- 
member” from the page of a book. 

In my own teaching, a musical blank 
book is given to every new scholar. On 
the first page, the copy is set. Fifty Treble 
Clef signs are required for the first week. 
Tf the fiftieth is not a vast improvement on 
the first, then another page must be filled, 
until the queer curl is written correctly. 

Then the same number of Bass Clef 
signs is required. After this, a page of 
whole notes; one of half notes; and so 
on, taking each sign in turn, until all 
can be fashioned in a fairly creditable 
manner. 

In the meantime, these signs are being 
seen on the printed page of the lesson 
book and studied during the practice hour ; 
and some idea of time and the value of 
notes is being absorbed. As soon as this 
last is well enough understood to permit 
of the neat ruling of the-staff into measures 
by straight bars anda simple time signature 
has been followed, let the pupil begin to 
form a little melody. Many an extraor- 
dinary page has been offered to me at 
this early stage of musical composition; 
and the interest it excites and the earnest 
effort it creates are worth all the eye strain 
in the world. For instance, instead of 
continuing to copy whole notes, half and 
quarter notes all on the C space, suggest 
that the practice of writing these take 
the following form, or one of this charac- 
ter: 


-Ex.1 


Let the child vary this himself, by him- 
self, and see what the result will be. 

Of course this process must be very 
deliberate. The modern child is to be 
pitied for all the things that are being 
forced into his brain at once; but do not 
be discouraged yourself, and persevere 
slowly. As time goes on, and the child 


learns still further notes of different val- 
ues, he may choose a more elaborate form. 


Then, as he learns the scales, will come 
his first and best lesson in transposition; 
best, because he will be transposing some- 
thing of his own into another key. 

The placing of these formations of notes 
on paper and the writing of little melodies 
are bringing the music out of the child 
himself instead of putting it into him. And 
is not that the psychology of all teaching? 

Do not spend too much time “showing 
how.”” Make your pupils do things them- 


selves. To draw out inherent qualities is 
as much the work of the teacher as it is 
of the sun in the heavens. 

Excellent music-writing books, such as 
Adele Sutor’s “Note Spelling Book” and 
Mathilde Bilbro’s “Spelling Lessons in 
Time and Notation” have been used with 
great success by teachers. 


Your Ally—The Bulletin Board 


By Virginia M. Moncrieff 


MORE general use of the bulletin 

board would help many a teacher. 

Not a dull dusty affair, with duller, 
dustier notices, but a board that draws 
notice by its attractive appearance. 

At a second-hand store a large, substan- 
tial picture frame was found, with backing 
of thin pine board. The glass was broken, 
so the frame was secured for almost noth- 
ing. A piece of light brown art cloth was 
stretched over the backing which was again 
inserted in the frame. A little furniture 
polish and vigorous rubbing brought back 
a fine finish on the frame. It was hung quite 
low, just inside the door of my tiny wait- 
ing room. A generous supply of thumb- 
tacks completed the equipment. 

For decorations, 1 simply took note of 
the clever posters the high school girls 
made, and decided it needed only patience, 
neatness, and some pretty mounting board 
to make announcements as attractive as 
theirs. Several sheets of different colored 
“construction paper,” bought ata kinder- 
garden supply house, proved ideal material 
for the mounting. Magazine covers and 
the very pretty colored advertising pages 
of various periodicals furnished these 
decorations. Naturally, Erupe covers were 
treasured. Sometimes notices were typed 
on my ever-useful “portable ;” 
they were printed with a rubber stamp 
outfit. Without these helps, the lettering 
may be done by hand, or gummed letters 
of different sizes may be had at stationers 
or book stores. 
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Current Topics 

OF COURSE only worthwhile notices 

should be put on the board. My 
pupils form two clubs—The Treble Clef 
Club members being the younger, and 
others forming the MacDowell Club. Our 
programs and notices are among the most 
interesting items put on the board. Then 
pupils are kept informed about coming 
musical events, and free musical advan- 
tages. Current musical happenings are 
brought to the students’ notice. Recital 
programs are posted early, and it is both 
amazing and encouraging to see the “fol- 
lowing” the older pupils have among those 
less advanced. 

Practice hints and bits of inspiration 
gleaned from Tue Etune are always to he 
found on the board. These last are 
changed twice a week, that the pupils may 
find something fresh each time they come 
for lessons. Often an editorial from THE 
Ervupe is so helpful that it is shared with 
all my pupils, by being placed where they 
cannot help but see it. 


The Bulletin Board 
OW HAVE A PEEP at some,actual 


notices that have appeared on our 
bulletin board: 


Picture—the amusing cover of THe Ercpe 
for March, 1923, mounted on black with a Vv! 
narrow border, then again mounted on % 


brown. Underneath: “Some of m pupils 
are practicing like this, Tm afraid, Oh, 
uo! I didn’t mean se 

There will be movies at the First 

tional Chureh, Sunday afternoon, 


arnes himself will play the pipe organ. Make 
note of the oelectlons eon tone ze, and see 
how many can bring me a complete list. 


‘ as new Ervpe <f la this week. Lok pd 

oO get your copy ear course, once 

really get Tae Erupe habit th “ap 
I have a new on 


of musical 
my shelves. See if you ean find it. 
hat you think of ra 
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sometimes 
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e@ green construction 
ere little black s 
sors. I used au advert 
pattern.) 
There are three new 
jects at the publie libra 
names to the librarian. ) 
them off the shelves! | Sac: 
Five of Miss Merriam’ aC 
be here at eight o’¢l 
bers of the MacDowell 
tice in sight reading o 
invited to be prompt. 
* if we are to e 
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"Tue NEW records re 
at the musie stor 
clerks to play the good ones 
will be glad to do so when ; 
are music students. ; 
Picture—LErvpe 
mounted on bright red, 
Treble Clef Club will give 
from famous operas at 
next Saturday aftern 
bers of the MacDow 
invited. 
Picture—of Hofmann I 
tisement, mounted on soft ¢ 
copy of program. This 
mann will play these 
Tuesday night. Come 
evening at seven-thi 
them throiigh, and get 1 
gram to the full. 


But why multiply exe 
already hear you saying, ‘ 
better than that!” O 
and that is exactly the 
arouse. 


In a little hand-book of Br 
Frederick Martens we g 
glimpse of a master 
justice has been done 
legend of austerity whi 

“During the last ten 3 
says Martens, “Brahms 0 
ner invitations from 
of his inner circle. 
pected to find a good 
wines. He was old- 
liked to compliment his” 
product of her kitchen. 
they have to feel emb 
taste good to them,’ h 
annual festival in hi 
Asparagus Banquet he 
his birthday. Some tv 
guests were usually 
always included. (Hanslic 
music critic in Vienna. 
hour was twelve, and — 
never varied, included 
meats and the principal. 
Each guest received t 
came cheese and dess 
pagne flowed in streams. 

“During the last mo 
Brahms was touchingly | 
little attention shown hir 
himself at the piano 
play softly for half 
too tired to continue | 


ami 


surroundings long afters 
them in darkness.” 
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~COMMON CAUSE of poor pas- 
_ sage work, manifesting itself in an 
_ unevenness of both time and tone, 
at the student allows the finger to 
n the stroke too soon. Frequently he 
find that the finger is on the right 
ut that the note either fails to 
or produces a tone much thinner 
rest of the run. Close observa- 
oth with the eye and with the feel 
e finger, will reveal the fact that, 
lifting the finger preparatory to 
ng the stroke, the student has allowed 
drop again towards the key, perhaps 
e extent of actually depressing it; so 
when he tries to make the stroke, 
ls either that the note fails to sound 
its tone is thin—the stroke hav- 
made actually in advance of the 
time. 
er phase of the same defect may 
ved in the wrist staccato; though 
festation here usually is in the 
of increased tempo. The hand, hav- 
een raised too quickly from the keys, 
ing to do in the interim between 
. Therefore, it descends again, 
1, too soon. If, in this descent, there 
er enough to make the note Sound! 
ult will be an increased tempo; if 
10tes will be missed. 


Thinking Rhythmically 
‘H OF THESE errors have the 
same basis. It is that the student has 
to time his movements—has not 
mized the “rhythm-in-technic”  prin- 
‘The remedy, of course, is to think 
ally; to recognize that there is 
t moment of time at which each 
ust be played, and that this moment 
mined by its rhythmical relation- 
the whole passage. 
student will learn to think rhyth- 
and he need anticipate no gen- 
ess in music unless he acquires 
bit—let him try to sense the pulse 
r » general ‘movement of the piece be- 
‘ at all; let him try to hear 
s_ mind, pithout playing, not only 
elody of the run, but also its rhyth- 
icture—to feel it basically as a 
| pattern, independent of the mel- 
him, whilst doing this—indeed, 
neans to accomplish it—move hands 
t or head, or all of them, to the 
of the movement. He must under- 
he must feel rhythm, as well 
it. If there be difficulty in the 
selves, that is to say, if the 
2 an involved figure, let him play 
table, tapping with one hand 
n of the meter—the pulses—and 
ne other the rhythm of the passage 
played. Let him be sure that his 
exactly at the right time, 
ig the speed of his movements— 
ra rate of speed which will bring 
to the top of the lift just in 
a smooth descent upon the 
no check of movement. 
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CONTINUITY of movement, 
al playing, is a most important 
» and freedom from tension 

ieved. There must be no 
lift and stroke. The strik- 
wust be taught to take on ex- 
e lifting muscle leaves off, 
ng muscle to stop working 
is done, so as not to in- 
the work of the striking 
Ss upon this smooth connect- 
of the opposing muscles 
movement depends; and it 
that most of our 
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Putting Life Into Your Playing 


Rhythmical Movement Applied to Technic 
By CHARLES B. MACKLIN 


tension develops. Tension is simply the 
working of the opposing muscles at the 
same time. The fingers assume a tight 
condition only when either muscle refuses 
to relinquish control when the other is 
trying to gain it. There is a fractional 
moment of tension when the return move- 
ment is made; and it is to reduce this 
moment to an infinitessimal point which 
is one of the chief purposes of technical 
drill. This is accomplished with com- 
parative ease if we time our movements 
so as to coordinate with the speed of the 
general movement. Lift and stroke should 
be at the same rate of speed, and this 
speed is determined by the speed at which 
we intend to play the passage, which we 
determine by sharply accenting the meter. 

For example, if we have groups of four 
sixteenth notes, we must first time ac- 
curately and beat into our consciousness 
the space of time to be occupied by quar- 
ter notes, and then divide this exactly 
into four, spending all of this final divi- 
sion of time in making lift and stroke— 
half of it for the lift, half for the stroke. 


Uneven Fingers 


ART OF THE DIFFICULTY in do- 

ing this on the piano lies in the fact 
that the fingers are not of even strength 
nor agility. But this must not interfere 
with the student’s thinking it all out ac- 
curately before starting to play. True, 
the fourth finger, which rarely lifts as 
high as the others, often will strike too 
soon, because it travels a shorter distance. 
The remedy is special training for this 
finger. Often the third will follow the 
fourth too soon, because of the thick 
connecting ligament between them, and 
also because of their divided nerve supply. 
The fourth finger has no nerve supply 
of its own, but derives its activity from 
both third and fifth fingers. The remedy 
for the defect is special work for the two 
fingers. The fifth finger often is late in 
striking, and the thumb, because of its 
isolated position at the side of the hand, 
and also because of its greater strength, 
will often be both too late and too strong 
in’tone, the latter especially when the 
motion of turning it under the hand be 
involved. Special work for this movement 
is the remedy. 

In connection with the unequal strength 
of the fingers, there must always be the 
most rigid and patient training of the 
fingers, having in mind this very point— 
the equalizing of their strength and 
obedience, as well, as their agility. At 
first, this must be done in the “five-finger” 
position, then with the hand extended, 
and finally in passage work. It must be 
begun with the very first lesson on technic, 
and must be maintained until the hand 
is balanced and equalized. Indeed, it is 
doubtful if it may ever be dispensed with 
in some form or other: If the student 
be allowed to play pieces, or ever studies, 
to the neglect of this work in muscular 
training, the bogey of the uneven run will 
haunt him all the days of his musical life. 


The Latent Defect 

ALG OF THESE physical inequalities, 

however, frequently are not the real 
source of the student’s trouble. His real 
defect lies in the fact that he does not 
associate movement and time; does not 
recognize the rhythmical element in phys- 
ical movement. When he does develop 
this recognition, his mastery of the phys- 
ical inequalities will become increasingly 
easy. This rhythmical element must be 
thoroughly sensed before playing. The 
whole being must be concentrated upon 


recognizing and responding to the entire 
rhythmical plan—the pulse, or accent, 
first; its sub-divisions into beats and frac- 
tions of beats, second; and finally, its 
multiplication into measures, phrases, and 
periods. This must be grasped inde- 
pendently of both melody and harmony, 
being the structure upon which these are 
formed, and because of its tremendous 
influence upon physical movement. 


The Wrist Staccato 


S TO THE WRIST sstaccato, the 
same principle applies. The bounce of 
the hand from the wrist must be a group 
movement, the groups punctuated by ac- 
cents. The accented notes usually are 
struck with the arm; and where this is not 
feasible, the work of the wrist is supple- 
mented by an arm movement, which sup- 
plies the impetus which “shakes out,” so to 
speak, the little, unaccented wrist move- 
ments from this main movement. This is 
essentially a rhythmical process, and its 
ease depends upon exact timing of wrist 
and arm movements, so that they co-ordi- 
nate. The time taken between the rise and 
fall must be exactly divided by the size of 
the group desired—three, if triplets, four 
if groups of four, and so on. When the 
student can sense the rate of speed of the 
general movement, and can sense also the 
sub-divisions of the pulse of the movement, 
he will automatically time his lift so that 
it will fall at the right moment, lift and 
fall being practically a continuous move- 
ment, without hurry, but without check. 
Not only will rise and fall be equal in 
speed, but that speed will be co-ordinated 
with the speed of the rise and fall of the 
arm—exactly three times as fast, or four 
times as fast, as the case may demand. 
Without this sense of rhythmical move- 
ment, the whole process is marked by awk- 
ward stops and starts, as well as by a 
general sense of fruitless effort. The er- 
ror commonly made in staccato is that of 
too quick a lift; and it is remedied by the 
accurate timing of all movements con- 
nected with the action. 

It is the sound of staccato which is de- 
ceptive. Being sharp and detached, it 
sounds rapid in tempo; and the student 
usually is beguiled into too rapid a move- 
ment. Whilst advanced playing affords in- 
numerable instances of staccato which re- 
quires all the speed at the player’s com- 
mand, easier literature is replete with in- 
stances of staccato which may, and should, 
be done with a most leisurely movement. 
Obviously, the extremely rapid staccato is 
accomplished only by developing this lei- 
surely movement with greater and greater 
ease—never by forcing the speed, which re- 
sults in tension, nor by allowing the speed 
to fail to co-ordinate, with consequent fa- 
tigue and missed notes. The student, there- 
fore, should never work directly for speed, 
but only for ease and accuracy, which in 
itself begets speed. This ease of movement 
depends primarily upon the accurate tim- 
ing of movements; which, in turn, depends 
upon sensing the pulse of the movement, 
both in large and in little. 


Identity in Rhythm 


HE IMPORTANCE of rhythm in 

music receives far too little general 
recognition. Students—and, for that mat- 
ter, many teachers—do not realize that it 
is the foundation structure upon which mel- 
ody and harmony are built. Rhythm is one 
of the identifying elements in music. It 
would come as a great surprise to many of 
quite extensive musical experience, if they 
have never made the test, to know that 
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they can more easily identify even a well- 
known tune by its rhythmical pattern than 
by its melody. Yet one might take a tune 
like “America” or “Dixie,’ and put the 
actual notes of the melody upon a new ~ 
rhythmical pattern, and it would be un- 
recognizable. On the other hand, if one 
were to discard the melody entirely, and 


‘merely tap the rhythm of “Dixie’—mark- 


ing the accents sharply—any group of chil- 
dren familiar with the tune would instantly 
identify it. Teachers should make this test 
with their classes—quite as much for their 
own enlightenment as for that of the pu- 
pils. 

The rhythmical element in physical 
movement is a matter which ordinarily re- 
ceives even less attention than the same 
element in music—especially when the phys- 
ical movement is applied to making music. 
This is a curious commentary upon the in- 
completeness of most people’s thinking ; for 
it is in this connection that the relation- 
ship is not only most necessary but most 
obvious. Yet a very little thought will 
show the necessity of rhythm in physical 
movement. Why is walking upon a rough 
road more fatiguing than walking upon a 
smooth one? Simply because the walker 
upon a rough road is too often called upon 
for a separate, detached balance and ad- 
justment of the nerves and muscles. He 
is unable to relate his mdvements one to 
another. Whereas upon a smooth road he 
may make an automatic balance—may re- 
late his movements smoothly, one to an- 
other, rhythmically, may make, in fact, a 
continuous series of movements, without 
check. It is the stopping and starting again 
which makes fatigue. It is the continuity 
of movement which makes for ease and 
grace, 


Momentum in Rhythm 


RECALL that, during the war, my com- 

pany was ordered to take a practice 
hike of some twelve miles. It so happened 
that I was but then out of the hospital, 
where I had been for three weeks, and 
where I had gotten “soft.” The twelve 
miles were a small matter to the rest of 
them, but some effort for me, especially as 
those leading the column became possessed 
of a desire to do the whole thing against 
time, and hit up a tremendous clip on the 
return trip. The Jast five miles was made 
in an hour, flat. When the officer called 
“halt” upon reaching the barracks, I was 
enly too delighted to obey. But when he 
said “Fall out,’ I was unable to do so. I 
could stop, but I could not for the life of 
me start again—yet I could have gone on 
marching, doubtless, for a long time. Once 
the rhythm of the movement was sus- 
pended, the very power to move was, in 
this case, suspended also. 

In considering technic of any kind we 
quite too often overlook the fact that it is 
primarily a matter of muscles and nerves. 
We think it is something we can get out 
of a book; so we buy a book and try to 
play the exercises. Asarule, we come much 
later—if ever—to the realization that these 
exercises can be played only when we un- 
derstand all the principles of movement 
necessary to their performance. Indeed, 
the mere playing of the notes does not be- 
get muscular facility, as many a student 
discovers to his grief and amazement after 
perhaps years of wasted effort. 


A Changed Viewpoint 


ORTUNATELY, during the past few 
years more attention is being given 

to these obvious facts, but there still is 
great need for wider recognition of them 
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We see, then, the importance of the 
rhythmical element in music, and also in 
physical movement. How doubly essential, 
then, is the codrdination of the rhythmical 
movement with rhythmical music—how im- 
possible the latter without the former. 


A Practice Plan 

| Be CONCLUSION, a word about prac- 

ticing. Let the student begin his prac- 
tice by planning. Most students begin by 
playing—a fatal mistake. The determina- 
tion of many students to avoid thinking is 
a constant amazement. Even during the 
lesson, this stands out as the one character- 
istic of their work. 
played wrongly, and one says, “Play that 
again.” In most cases the student will play 
again instantly without ever stopping to 
consider what ought to be played. One 
“No, that’s wrong. Play again.” The 
same thing happens again. Finally it may 
become necessary to call for the dictation 
of the notes and rests and their time-value, 
one by one, so that the passage may be cor- 
rectly impressed upon the student. 

“Ah,” you say, “but why take all that 
time and trouble?” “Why not tell the pu- 
pil what was wrong?” Because the teacher 
must teach the pupil to find out for him- 
self what is right, end he will never do 
this if the teacher does it for him. 

The real point, however, in this case is, 
that if the student is so unwilling to think 
during the lesson, with the urge of the 
teacher beside him, what sort of thinking 
goes on in his head during his practice? 
In fact, he does not think. He plays in- 
stead of thinking; whereas, he ought to 
play only as a result of thinking. 

A few minutes spent in making a careful 
plan of the work at the beginning of the 
practice hour will repay itself many times. 
Only by such a habit can progress be made. 
Let the student begin by asking himself ex- 
actly what he is trying to accomplish with 
each phase of his work. With this, phys- 
ical movement is the purpose, of a certain 
sort and manner to be done in this fasion 
and no other, in order to accomplish this 
or that result. With this, tone quality is 
the element to keep in mind; the melody 
to stand clear of the accompaniment. With 
this, the long line of crescendo is the pur- 
pose—to add power and tone gradually, 
holding back the ultimate force for the cli- 
max—so. In each case, from beginning to 
end of the work to be covered, let the stu- 
dent carefully go over in his mind the vari- 
ous essential points, making daily a more 


and more detailed plan. 

B UT THIS is only the first part of his 
thinking. The second is that he must 

listen and watch with all the critical facul- 

ties at their keenest, to observe whether 

what he actually does is what he planned 

to do. 

To listen to ourself and watch ourself 
in a perfectly detached, critical manner, 
carefully appraising each tone and move- 
ment, is at once one of the most difficult 
and most essential features of practicing. 
The proportion of students who can plan 
their work is small, compared with the 
number who study music; but even this 
small proportion must be reduced by a 
great deal if we are to come to those who 
not only can plan, but also can see that 
they carry out the plan. I have in mind 
one student who could make a most excel- 
lent plan—could tell in accurate detail just 
what ought to be done, and why. But for 
a long time she so completely lacked the 
faculty of criticising her own work that 
her progress was negligible. It was only 
as she developed this faculty that her work 
made any marked improvement. 

In the case of the rhythm of movement, 
then, it must be the purpose of the stu- 

dent, before playing at all, to saturate 


wert raghingeess 
ly the pulse of it, to let his 
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says, 


Listen! Watch! 


A passage will be, 


4 
whole being respond definitely and accur- 
ately to it, and then, as he plays, to keep 
his critical faculties awake and detached to 
observe whether the playing really corre- 
sponds to the plan he made for it. 


Self-Test Questions on Mr. Macklin’s 
Article 


1. What is the cause of an uneven stroke 
of the finger? 

2. How shall the student learn to think 
rhythmically? 

3. How may one codrdinate the action 
of the muscles? 

4. How shall one learn to associate move- 
ment and time? 

5. Which element most quickly identifies 
music? 


What the Cowboy Liked Best 


By C. H. Tilson 


Maurice Rayer, the French modernist 
composer, declares that music is a matter 
of the emotions only. It is best enjoyed, 
he says, by those who put aside technic 
and theory and listen to the heart pictures 
in the music. 

It was Ravel who wrote the lovely study 
for the piano, which sounds like water 
trickling out of a fountain, splashed about 
by the wind. Once, M. Ravel was on a 
concert tour in the United States. He 
came, one night, to a tiny frontier village 
where he was booked to play. There were 
no dress suits in his audience, but cow 
punchers who had just swung off their 
ponies after riding far and fast. 

Ravel determined to give them his best 
music—let them take it or leave it. He 
started with simple sounding things: a 
Haydn minuet, a bit of Master Mozart, 
full of musical wit, something of gruff 
Beethoven, a brilliant transcription of 
Liszt. Then, drawing a deep breath, 
Ravel played a group of extreme modern- 
istic compositions, with no particular form 
and no particular melody. Among these 
he included his own Jeux d’Eaux. 

After the recital, Ravel shook hands 
with some of the cowboys who waited 
for him outside the hall. They told him 
how they had enjoyed his playing. He 
asked them what they liked best. “Well,” 
replied a lean, red-headed cattleman, “I 
liked the one about the water. It reminded 
me of one time I had clawed my way 
across the desert, with my old cow-pony 
nearly dropping under me from the heat 
and thirst. ‘Long about sunset we got to 
good ground and I heard a little spring 
of water talkin’ to itseli—gurglin’ the 
prettiest little tune I ever heard. Tonight 
I heard that same little tune while you 
played that there piece, an’ I just closed 
my eyes an’ got happy over it again.” 


The Jekyll and Hyde Game 


By Cecil W. Berryman 


A Game that might be called “Dr. 
Jekyll and Mr. Hyde” has aroused in the 
class renewed interest in self-criticism and 
the attainment of greater accuracy. Here 
are the directions. 

Concentrate on a definite aspect :—a 
scale, an arpeggio, or a few isolated 
measures wherein fingering, rhythm, 
notes, phrasing, dynamics or pedalling are 
stressed. Score under two headings, the 
good points under Dr. Jekyll and the bad 
under Mr. Hyde. Executing a passage 
correctly gives the doctor one: each mis- 
take must be credited to the Hyde column. 

The goal is ten points. No score for 
Hyde grades 100 per cent. One point for 
Hyde gives A+. Two points gives A. 
Seven or more points gives E or “failure.” 


Mental Attitude Toward Work “work in a cheerful s 
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By Jean Paul Kursteiner 


T IS ALMOST impossible to estimate 
the effect one’s mental attitude towards 
work has upon progress. We all look 

upon it as a well-known fact that the emo- 
tions of the mind exercise a profound in- 
fluence upon the nerves governing the 
muscles of our body. When we are sad, 
things take on a gloomy, shady, appear- 
ance; nothing seems to go right. The re- 
verse is true when we are happy. 

Not one of us does hard work simply 
for the sake of doing it: We do it be- 
cause we hope by its means to accomplish 
something which we wish to acquire— 
something which we are absolutely sure 
will help us for further effort. It may be 
some little fault in finger work, some little 
error in applying muscular action that pre- 
vents us from doing something as we 
know it ought to be done. 


Banish “‘Dislike”’ 

TS MOMENT you take your place 

at work, having the thought that 
what you are about to do is a bore, is 
something so distasteful that you wish you 
had never begun it, just that very mo- 
ment you have allowed the emotion called 
“dislike” to have full sway over that set 
of muscles you are about to use; in fact, 
over your whole mental machine. 

You have put yourself in a position to 
accomplish nothing, even in spite of trying 
to force yourself. You might better for 
the moment try something else, for as long 
as this pessimistic frame of mind governs 
you, you are beaten at the start. Further- 
more, don’t forget that you are beating 
yourself. No one else is guilty. 

On the other hand, if you can make 
yourself believe that every stroke of each 
finger you use is making it stronger and 
better, each arm movement furthering your 
chord and octave work, if you can realize 
that to-day you are better than yesterday 
and to-morrow you will be better than to- 
day, your whole work becomes a joy, and, 
as far as practicing is concerned, this be- 
comes a real pleasure. Who is there to 
tell you to feel sad or gloomy, to look on 
the shady side of life? Who is there to 
tell you that you cannot practice in such 
a state of mind conducive to success? The 
answer is—no one but yourself. 


The Right Attitude 
Wie WOULD BE your reply to 
anyone who suddenly presented him- 
self, ordering you to put yourself in a 
gloomy mood? You surely would send 
him about his business. If you find by a 
little struggle you have approached your 
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. What is a Coda? 


What is a Triplet? 
Century? 


America ? 


ation? 
What is an Interval ? 
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Can You Gell? 


What is an Enharmonic Change = 
What is meant by Modulation ? 


Who is the greatest English Composer of t 
Who introduced Singing into the FP a 
What is meant by Related Scales; and \ 


What are the aesthetic principles gove ing 


How are Intervals reckoned? 
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1B ETUDE 


ONG BEFORE I knew that there 
were such things as corners to be 
_turned, my musical career, which 
destined to take me round three cor- 
ain, When I was six years old, 
wre I was tall enough to sit at the 
10, I composed a little waltz. I can 
quite easily standing, late in the 
of one winter’s day, at the piano 
e out the melody and the accom- 
ment of it. 
nen I was eight I composed an oper- 
called “Garibaldi,” the libretto of 
ich was written by a girl cousin. It was 
uced in the back drawing-room of our 
se, and later on, after the Italian war, 
aldi came to London and paid a state 
t to the opera. At that time my father 
treasurer to the Opera House, which 
od on the site of His Majesty’s The- 
, and he took me into Garibaldi’s box 
that I might gratify my ambition of 
enting him with a copy of my oper- 
I can recall him perfectly, with his 
nze complexion, blue eyes and reddish- 
wn beard; although, oddly enough, I 
remember whether ‘he wore his 
ated red shirt or was in evening 
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hortly after this I began to study the 
10 under Mr., afterwards Sir, Julius 
nedict, and harmony with Mr., after- 
rds Sir, John Goss. 
hardly know what to call the turning 
nt in my career as a pianist, although 
id played at the Gewandhaus, in Leip- 
here I was a student for some years, 
well as at the famous Monday popular 
certs at the old St. James’ Hall. 


The Young ‘‘Maestro”’ 


HEN I was nineteen, I was .con- 
nected with the opera at Her 
’s, as maestro at piano and chorus 
. In addition, I had to coach the 
play the organ behind the scenes, 
es even the bells and similar 
ru nents in the orchestra. I also- acted 
companist on the concert tours which 
wed the operatic season. Indeed, at 
time, I had the reputation of being 
st accompanist in England. By the 
was twenty-four or twenty-five, I 
ractically made up my mind to give 
ull thoughts of a career as a pianist. 
on for this Was that I was always 
ly nervous on the platform and 
conquer this, try as I would. 
and by no means insignificant 
ibuting cause was hearing Rubinstein 
I first heard him in Milan, when I 
out two-and-twenty; and I cannot 
tter than to quote what I wrote of 
in my book of reminiscences: “I 
is no one, before or since, who 
ined all the qualities of a really 
as he did. He could, at will, 
to tears, thrill you with emo- 
make you shiver with excitement. 
is no longer a piano he played on, 
m entire orchestra, in which power, 
; and great execution vied with 
to produce efforts totally un- 
orts of any other single instru- 
have ever heard.” 
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_ A Corner Turned 

TO GO HOME from his con- 
eling that I should like to 
a with an axe and never 
again. So I turned one cor- 
rely different manner from 
e do, and went into an- 


time of my career people 
d deal about me as a song- 
S Diceatiy as a serious composer 
my first success, and in a way 


By SIR FREDERIC COWEN 


turned the first little corner’ in my life. 
This was with the production of my trst 
symphony, when I was seventeen, at a 
concert my father gave for me at St. 
James’ Hall. The success of this work 
obtained for me a contract with Messrs. 
Boosey to publish all my compositions for 
a period of three years. 

A few months after its London produc- 
tion, this symphony was played in Brighton. 
The bandmaster of a local regiment who 
was present came to see me after the con- 
cert, and, after congra‘ulating me, asked: 

“Did you score it yourself?” 

“What do you mean?” I asked. 

“T mean, did you really do all the or- 
chestration ?” 

With all the haughtiness of seventeen. I 
looked him full in the eye and answered: 
“You may not be aware that the scoring 
of a big work is usually one of its chief 
points.” 

“I am sorry,” he answered; “but I 
thought that perhaps you only wrote in 
the melodies for the clarinet or cornet as 
we do, and left someone else to fill up 
the rest.” 


“The Rose Maiden’”’ 


M* FIRST important choral work was 
the cantata, “The Rose Maiden,” 
which, although it was composed when I 
was only eighteen, still goes on. The 
libretto was adapted from the German 
by my friend, Robert Francillon, at that 
time a well-known novelist and journalist, 
as well as a poét. He also wrote the 
words of two of my other cantatas, “St. 
Ursula” and “The Corsair,” as well as of 
several songs. 

Young as I was when The Rose Maiden 
was produced, such great artists as Mme. 
Tietjens and Mme. Patey and the cele- 


brated baritone, Stockhausen, sang the 
principal parts. 
“The Better Land’ 


tea WAS as a serious composer that I 
really made my first impression, and not 
as a song-writer, although, at one time 
in my career, I composed a great many 
songs. From first to last they number 
three hundred. The song which turned 
my first corner as a popular song writer 
was “The Better Land.” The words, I 
need hardly say, are by Mrs. Hemans and, 
I subsequently discovered, had been set 
by several other composers. Fortunately 
I had never heard any of them. If I 
had, I could never have written the song. 

The idea that I should set “The Better 
Land” to «music was given to me by Mme, 
Antoinette Sterling,, who was at that time 
one of the most popular singers on the 
concert platform. | She liked the poem 
and wanted me to do it for her. 

Writing “The Better Land” I have al- 
ways regarded as a somewhat unfortunate 
business for me. The reason was that, 
after it had been out for a few weeks and 
looked like being a success, Boosey offered 
me three hundred pounds for the copy- 
right. Seeing that I was a very young 
man of two-or three-and-twenty, and that 
the song had cost me only about an hour’s 
work, I said to myself: “Three hundred 
pounds is three hundred pounds,” and I 
accepted the offer. 

If I had been a wide-awake business 
man, I should have said to myself: “If 
Boosey is so anxious to buy the copyright, 
the song must have some greater value 
than I think,” and I should have stuck 
out for royalties. Had I done so, Boosey 
would eventually have had to pay me 
many more thousands of pounds than he 
paid me hundreds at the time. 

“The Better Land” has, like a Franken- 
stein monster, haunted me ever since. 


How [| Turned the Corners 


When I have wanted to be quiet I have 
heard a cornet playing it in the street. 
When I have sat down to read a notice 
of some other of my compositions, it has 
been the chief topic of the criticism. 

Soon after the death of Queen Victoria, 
a gentleman sent me a poem on Her 
Majesty’s death, with a view, no doubt, 
to my setting it to music. He concluded 
as follows: 


“T have the liveliest recollection of 
hearing your ‘Better Land’ sung for the 
first time... .I -+have written a great 
number of spiritual songs, and I should 
so much like the good Dr. Cowen to set 
one or two of them to music before he 
himself goes to that Better Land, where 
I shall hope to join both the author and 
composer of that beautiful song when 
my work is done.” ' 


I sometimes wonder whether, in the in- 
terval, he has made the acquaintance of 
Mrs. Hemans and is waiting patiently in 
that “Better Land” to introduce my spirit 
to hers. 


The Last Corner 


HE LAST corner I had to turn was 

as a conductor, work which I en- 
joyed very much and which I also found 
very remunerative. At one time it neces- 
sitated my dividing my year into two 
parts. From October to April I used to 
say I might be a commercial traveller in 
music, for I covered from sixteen to twenty 
thousand miles every year in connection 
with the societies whose work I directed. 
They were the London Philharmonic, the 
Liverpool Philharmonic, two societies in 
Bradford, the Scottish Orchestra, which 
practically provides the orchestral music 
for the whole of Scotland, the Cardiff 
Festival, and so on. On one occasion, in- 
deed, a commercial traveller who had met 
me several times took me for one of his 
brethren and asked me what I travelled in. 
I might truthfully have answered “Or- 
chestras.” 

What that travelling meant may be 
gauged by the following facts: Often, I 
have left Glasgow on Monday morning for 
a rehearsal at Liverpool and conducted a 
concert there on Tuesday. I returned to 
Glasgow to rehearse on Wednesday and 
took the train to Dundee to conduct a 
concert the same evening. From Dundee 
I went to Bradford, rehearsed and con- 
ducted a concert on Friday, and returned 
to Glasgow for a_ rehearsal and concert 
on Saturday. 

As this constant travelling and conduct- 
ing left me no time for composition, I used 
to do my composing in the spring and 
summer, 


Sullivan’s Successor 


ERHAPS the corner I turned as a 

conductor was in 1880 when the 
Messrs. Gatti, who at that time ran the 
Promenade Concerts at Covent Garden 
Theater, offered me the post to succeed 
Sir Arthur Sullivan, who had done a good 
deal to improve the popular taste, for his 
programmes contained a much larger pro- 
portion of really good music than had 
hitherto been the case. Indeed, I once 
heard Sullivan’s predecessor at these con- 
certs say to his orchestra before beginning 
a rehearsal of the, overture to the “Flying 
Dutchman,” “Gentlemen, I must confess 
to you that I know absolutely nothing 
about this composition.” 

Even as long ago as the time of which 
I speak, Wagner’s music always drew a 
good audience, and his name was one to 
conjure with, The first half of the pro- 
gramme was made up of classical music, 
but the second half consisted chiefly of 
waltzes, polkas, ballads and similar light 
pieces. 
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SIR FREDERIC COWEN 


One of the innovations of my conductor- 
ship was the introduction of humorous 
music into the programme. I had heard 
of this having been done in Glasgow, un- 
der the conductorship, I think, of Dr. Hans 
von Bilow; and I thought it would be a 
good thing if we could try it in London. 
I proposed it to the Gattis, but they were 
dead against it. I persisted, and eventually 
they consented to allow me to have my 
way, though they had no confidence in my 
scheme. The success of the venture was 
so great that the programme had to be 
repeated several times. ; 

Among the pieces we ee were such 
really musical jokes as Haydn’s “Farewell” 
and “Toy” Symphonies, Mozart’s “Peas- 
ants Sextet,” Gounod’s “Funeral March 
of a Marionette,” and Sullivan’s “Gro- 
tesque Dance.” 


Playing ‘‘Farewell’’ 

OF THESE, the greatest success was 

the “Farewell” Symphony. It was 
done in the old traditional way. The the- 
ater was darkened, candles were placed on 
the desks. As each player finished, he 
took up his instrument, blew out his can- 
dle, and crept quietly off the platform. 
At the end, I was left alone, beating time 
and apparently unconscious of what had 
happened until an attendant, gorgeously ar- 
rayed in scarlet and gold (the uniform 
in use at the promenade concerts) came 
up, tapped me on the shoulder, pointed to 
the row of empty desks and awoke me 
from my rapt condition, when I, too, slunk 
away, looking half ashamed of myself. 

Apropos of these humorous perform- 
ances, it will not be out of place if I 
refer to Haydn’s “Toy Symphony,” which 
was given at Saint James’ Hall for a 
charitable purpose got up by Viscountess 
Folkestone. The chief musicians of the 
day took part in it. Sir Arthur Sullivan 
played the “cuckoo,” Sir Julius Benedict 
the bells, Sir Charles Hallé the “night- 
ingale,’ Dr. Stainer and Professor Kuhe 
the trumpets, Blumenthal the “thrush,” 
Alberto Randegger the drum, while Sir 
Charles Santley, Carl Rosa, the founder of 
the Carl Rosa Opera, and Cusin were the 
violins, and Henry Leslie conducted. I 
was sent to the piano. 

An incident I recall in connection with 
this concert was that Sullivan played the 
cuckoo’s two notes up instead of down, 
with the most comic result, for everybody, 
including several members of the Royal 
Family who were present, burst into fits 
of laughter at the unusual sound. 


The Royal Philharmonic Society 
HAD TO WAIT, however, until 1888 
before the offer came which really 

brought me into prominence as a con- 
ductor. This was my appointment to the 
Royal Philharmonic Society. It was im- 
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mediately followed by an invitation to go 
to Australia to act as conductor at the 
Melbourne Centenary Exhibition. That 
set the ball rolling, and, as happens when 
one is in the swim, one thing led to an- 
other. 

When Sir Charles Hallé died, I was 
invited to succeed him at Manchester and 
Liverpool. I remained at Manchester for 
three years, when Dr. Hans Richter be- 
came the conductor. With the Liverpool 
Philharmonic, however, I remained for 
nearly twenty years; and I was the same 
time at Bradford; while my reign with 
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the Scottish Orchestra lasted for ten 
years, a longer term than anyone else en- 
joyed. 


The Largest Orchestra 


F THE ORCHESTRAS I have con- 

ducted, that for the Handel Festival 
is, I need hardly say, the largest. It is, 
indeed, with the chorus, the largest regular 
orchestra in the world, although, on occa- 
sions, the numbers at the recent Wembley 
Exhibition put it in the shade. 

It was in 1903 when the late Sir Augiist 
Manns was in poor health, that I was 
asked to do this work. 

I have often been asked what is the dif- 
ference between conducting so enormous 
an orchestra and one of ordinary size, and 
it may not be out of place if I devote a 
few words to the subject here. There is a 
distinct interval between the beat and the 
sound coming to the conductor. Sound, 
we know, travels with relative slowness, a 
fact with which everyone who sees men 
hammering in the street at a distance from 
them is familiar. They see the hammer 
go down, but they do not immediately hear 
the sound it has made. 

When I first began to conduct the 
Handel Festival I used to imagine that 
things were not going right when the sound 
did not come to me as I expected it would. 
I found, however, that it was best not to 
pay any attention to this, but to go beat- 
ing right on in the regular way, for it 
sounded all right in the auditorium. 

\s far as I know, I was the first con- 
ductor to introduce real light and shade 
into the orchestra and choir at the Handel 
Festival. In the old days, the choir used 
to shout the music. I never could see any 
reason why the choir as a whole should 
not sing softly just like the individual 
members of which it was composed. One 
day, at rehearsal, I told the choir of this 
and got them to try it. They did. It was 
most impressive to hear four thousand 
voices singing very softly. Gradually, the 
choir got to know exactly what I wanted 
from them, and eventually they used to 
sing this soft music beautifully. 


Children Check Their Practice 


By Nellie Dovel 


THE practice problem has been solved 
successfully by one ingenious mother. 

She gives to each child a card marked 
with lines to allow twelve spaces for each 
piece. Any number of spaces may be 
used. 

Each time a piece is practiced carefully 
through, the pupil places a diagonal line 
in one of the spaces. 


Her children become so interested in 


the marks travel across the page 
| they think practice is play. 


Beethoven’s Deafness 


By Charles S. Smith 


MAN of intellect encumbered with 
A a physical ailment which influences 

the power of his expression or his 
appreciation of it, is one of the most piti- 
ful figures in human history. The singer 
who loses her voice, the painter who be- 
comes blind, the pianist with disabled fin- 
gers; these call forth our compassion. But 
most pathetic of all is the picture of Lud- 
wig van Beethoven, the great composer, 
becoming gradually deaf. 

Beethoven first experienced violent noises 
in his ears when he was in his twenty- 
eighth year, and in 1801, three years later, 
deafness grew on him to the extent of be- 
coming an unending annoyance as well as 
a continual pressure on his sensitive nature. 
It made him silent and melancholy, and, as 
it increased, he lived in constant dread of 
its being observed. When the infirmity 
was almost complete he not only kept to 
himself a great deal, but also, by advice of 
his physicians, unwillingly spent much of 
his time in the country. This made a very 
morose man of one normally of a sociable 
nature. 

A Misfortune 


¢¢FORGIVE ME, then,” he wrote to his 

brother, “if you see me turn away 
when [I would gladly mix with you. 
Doubly painful is my misfortune, seeing 
it is the cause of my being misunderstood. 
For me there can be no recreation in 
human intercourse, no conversation, no ex- 
change of thoughts with my fellowmen. 
In solitary exile | am compelled to live. 
Whenever I approach strangers I am over- 
come by a feverish dread of betraying my 
condition.” 

The malady was aggravated by incompe- 
tent doctors, and Beethoven also tried 
every conceivable remedy, including: gal- 
vanic treatment, but with little or no avail. 
A heavy strain of fear, relieved at times 
with frail hopes of cure instilled by his 
doctors, was thus placed upon him. 


The Cause 


WING to lack of established informa- 
tion, it is difficult to agree on the 
cause of Beethoven’s deafness. It is popu- 
larly blamed on an imprudent exposure to 
cold when the master was at one time 
heated, and, according to one of his ac- 
quaintances, it “eventually settled in his 
organs of hearing.” Another time, in a fit 
of heated temper, a frequent occurence 
with the master, Beethoven threw himself 
on the floor and when he arose found he 
could not hear very well with his right 
ear. Considering this fact with the au- 
topsy the conclusion is that a form of 
apoplexy brought on by the sudden im- 
pact of the ear with the floor caused the 
disease, a chronic catarrh, which gradually 
destroyed his faculties of hearing. . 
Others partially attribute the cause to a 
constitutional disorder inherited from his 
father. But it is safe to assume that not- 
withstanding facts obtained from the au- 
topsy concerning its nature and progress, 
the direct cause of this disease of the audi- 
tory organs will probably never be known. 
It is a fact that the inner surface of the 
middle ear is coated with mucous mem- 
brane, very rich in blood vessels. This 
coating covers not only the walls of the 
ear but the inner side of the ear drum and 
the three small bones which transmit the 
sound impression from the drum to the 
inner ear and their articulations and at- 
tachments, Communicating with the mid- 
dle ear is the Eustachean tube connecting 
| with the mouth, the function of which is 
to allow the ear to maintain an equal air 
pressure on both sides of the ear drum. 
This tube is also lined with mucous mem- 
brane. 


.a model. 


~ A Chronic Disease 

HE post-mortem examination of Bee- 

thoven’s auditory organs showed that 
the progress of the chronic disease, with 
which they were afflicted, was accompanied 
by a thickening of this mucous membrane 
lining, which gradually impaired the flex- 
ibility of the elastic structure and finally 
destroyed the true frnction of the ear. — 

It can easily be seen that this thickening 
with its fatal result finally prevented the 
perfect transmittance of sound waves to 
the inner ear, not only those sounds com- 
ing from without-inward, but sounds aris- 
ing within-outward. Thus the unpleasant 
roaring and rushing sounds within the ear, 
of which the composer complained, were 
caused by the flowing blood in the vessels 
of the ear and in the mucous membrane. 

The normal adjustment of the sound- 
transmitting portion of the ear causes 
these circulating sounds to be transmitted 
outward and pass unnoticed. But, from 
congestion of these parts, in Beethoven’s 
case they were retained and appreciated. 
The closing of the Eustachean by exces- 
sive mucous allowed no air in the cham- 
ber of the middle ear, and the heavy pres- 
sure of outer air forced the drums 
tightly inward. This it was that caused 
Beethoven such distress from cacessively 
loud noises.. 

Such was the progress and nature of the 
disease that so insidiously deafened ihe 
composer. 


Using a Model 


By Harold Mynning 


WHEN a painter paints a picture he uses 
Art students often draw from 
a statue, and the nearer they approach 
the lines of the model the more successful 
their drawing is, for they know that the 
model is perfect. In other lines of activ- 
ity people use a model in the form of an 
“ideal” and try to follow it. ? 

Piano students can also use a fiodel to 
good effect in various ways. They can 
listen attentively to the playing of the 
master pianists of the world and, though 
not trying to imitate them, can strive to 
emulate them. In this case it will be the 
memory of a beautifully rendered piece 
of music that will serve as the model, for, 
of course, when one is practicing one is or 
should be alone and out of reach of the 
concert platform. 

Yet another way to use a model is to 
perfect a line or a phrase in a piece of 
music and try to make the rest of the 
piece just as perfect. This serves a two- 
fold purpose in that the model is found 
in what the pupil happens to be studying 
at the moment. 

One thing the pupil should keep in mind. 
This is that, if he practices correctly, his 
model will change from day to day and 
even spur him on to greater efforts. For 
it is a truth that his model or ideal is al- 
ways a little in advance of him, no mat- 
ter how great his progress. 


A New Way to Play the Scale 
in Broken Octaves 


By Lulu D. Hopkins 


PLay two notes, one octave apart, with 
the second and fifth fingers. When letting 
go of one key with the second finger and 
reaching for the next with the fifth finger, 
the second finger should unbend from its 
curve and the fifth finger should remain 
raised, ready to strike, until it reaches a 
point directly above the key desired. The 
action should be from the elbow. The 
wrist should go across with the finger. 
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AG 
ZTE READ auite often about the 
Y fingers and their activities and the 
arm with its weight; but we sel- 
ym see or hear much concerning the 
with its divers movements and subtle 
re so useful in the act of perform- 
Indeed, this joint seems to have 
n lost in comparative obscurity. Many 
ers become so engrossed in the subject 
‘legato for the fingers (which is of the 
tmost value) that they neglect the wrist- 
‘ork or postpone its study until the legato 
juch has been attained. Yet the use of 
lis joint may be early introduced in the 
i of technicalities by employing a 
mi-staccato touch upon repeated chords 
f the triads or two notes (thirds or 
xths) simultaneously on each degree of 
e scale. 
Just as an understanding of the mechan- 
m of the pianoforte aids the pupil in em- 
ing different touches upon the keys, 
> a knowledge of the bones of the wrist 
ables him to acquire a better control of 
member. The wrist is the joint by 
which the hand is united to and moves on 
forearm. Within the wrist-joint lie 
little bones of different figures and 
hickness placed in two ranks, four in 
ach rank, and all closely affiliated. The 
hapes of these bones give them such dis- 
netly descriptive names as: 

First row, near the forearm: 
Scaphoid or navicular—boat shape. 
Lunate or semilunar—crescent or half- 
pon shape. 
Cuneiform—wedge shape. 
Pisiform—pea shape. 
Second row, near the hand: 
rapezium — quadrilateral, rhombic or 
pezoid — quadrilateral, rhombic or 
ible shaped. 

Os Magnum—great bone. 
Unciform—hook-like. 


; The Double-Hinge Joint 
- HROUGH THE articulation of these 
" eight bones upon themselves, the first 
of bones in conjunction with the bones 
‘the forearm forming the true wrist- 
int, and the second row articulating with 
palm portion of the hand forming the 
facarpal joint, we obtain such diverse 
ovements of the hand as, flexion, exten- 
i, pronation, supination, circumgyration, 
luction and adduction. However, all 
se motions do not lie within the wrist 
lf: for, notwithstanding the fact that 
: wrist is a “double-hinge joint’’ possess- 
movements around two axes, there 
sts no independent rotary movement in 
e wrist. When a rotation of the hand 
irs it is produced by the forearm. 
thin itself the wrist possesses upon 
two axes only the power of flexion 
ing towards the palm), extension 
ng in the opposite direction), and 
teral movements of adduction and 
The movements of pronation 
m and rotation are obtained 
‘the bones of the forearm. 
e of the close affiliation of the 
vith the wrist and the great util- 
combined movements in play- 
oforte, it will repay any pianist 
bones of the forearm and their 
action upon the hand. Dr. 
G. Davis, the renowned orthopaedic 
1 his “Applied Anatomy,” says, 
rm is intimately associated with 
of the hand. It serves as a 
i stal or support enabling the 
) be carried away from the body; 
‘sing certain movements of its 
of pronation and supination, it 
ases greatly the range and character 
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By EUGENE F. MARKS 


of the movements which the hand is ca- 
pable of executing. The hand is the essen- 
tial part of the upper extremity and the 
forearm subsidiary.” 

The forearm contains two bones which 
articulate with each other, the ulna and 
radius, the latter joining with some of the 
wrist bones. The ulna is continuous with 
the humerus, the bone of the upper arm, 
and is affiliated with the movements of the 
arm. It does not articulate with the wrist 
bones, but acts merely as a support to the 
parts beyond and serves as an anchorage 
for the attachment of muscles which.move 
the radius and hand. In other words, it 
is the fixed point around which the radius 
rotates. - 

The radius is located on the thumb side 
and articulates with the scaphoid and 
lunate bones of the carpus. It is contin- 
uous with the hand, serves as its support 
and enables it to perform the function of 
pronation and supination. 


Pure and Partial Wrist Actions 

URING THE acts of pronation and 

supination (the alternation of which 
produces rotation of the hand), the lower 
end of the ulna remains at rest while the 
lower end of the radius moves with the 
hand. In the performance of pure wrist 
actions, such as flexion (pulling towards 
the palm), or extension (turning towards 
the back of the hand), or the lateral move- 
ments of abduction or adduction, the eight 
carpus bones fall into their natural func- 
tion of articulating, upon each other, upon 
the radius of the forearm, and with the 
five metacarpal bones ot the hand proper. 

The hand, in its movements of flexion, 
extension, pronation and supination extends 
through an are of about one hundred and 
forty degrees; with the acts of adduction 
and abduction the range is about one-half 
as far. However, the extent of the move- 
ments of the wrist varies much in different 
individuals. Looseness or freedom in the 
wrist joints of children, professional pian- 
ists, and those unaccustomed to hard man- 
ual labor, is well remarked. 

Every student of the pianoforte, no 
doubt, realizes the great necessity of a free 
? . . . . . 
and loose wrist in his playing. For, if he 
holds it with tenseness, he finds difficulty 
in securing agility in the fingers and in 
bringing a good resonant ring to his tones. 
Before a note is sounded he should be sure 
of utter relaxation in his wrist joint. This 
state may be attained by the simple exer- 
cise of loosely shaking the hand for sev- 
eral seconds while it hangs limp and list- 


‘lessly by the side, giving it a forward and 


backward motion) while the entire arm 
swings as if devitalized. This motion is 
produced by the hand swaying and hinging 
upon the axis of flexion and extension of 
the wrist. 

Follow this exercise by a similar pro- 
cedure, but shake the hand laterally, using 
the alternate wrist movements of abduc- 
tion and adduction upon the transverse axis. 
When all stiffness and tension seem to have 
been eradicated from the wrist and fingers 
by such devitalizing motions, attempt to 
play a few notes softly, employing the 
weight of the fingers only: if the tense- 
ness reappears perform the shaking pro- 
cess again and repeat it, if necessary, even 
before every note. 

In the slow practice of chords no method 
is superior to this devitalization of muscles 
between every fall of the hand and arm. 
After practicing the scale in this slow 
manner at each practice period for at least 
two octaves and back, endeavor to run the 
scale lightly and rapidly and see how far 
you can go before experiencing any rigid- 
ity in the muscles. Tf there is the least tight- 


ness again resort to the exercises for re- 
laxation. 


Relaxation in Chord Work 

EXTERITY and facility of the 

fingers may be quickly gained through 
such exercises. Still, in broad chord 
work, one is liable again to encounter a 
stiff wrist. Relaxation in such work may 
be attained by holding the hands loosely 
poised above the keys and then allowing 
them to fall by mere weight without force. 
The fingers should be kept firm, but the 
wrist entirely free and easy at all times. 
Practice slowly. 

Too frequent, too strenuous or too pro- 
tracted an application of wrist movements 
in the study of octaves or extended chord 
positions is liable to incur some injury to 
the intricate articulation of these little 
carpal bones, such as a dislocation or gan- 
glion in adjacent parts. In case of a gan- 
glionary effusion usually purulent or tu- 
bercular in character and recognized by a 
swelling above the wrist or in the palm of 
the hand (in compound ganglion by swell- 
ings at both of these places) it is advisable 
to consult a physician, 

Dislocation at the wrist may either fol- 
low from injury or occur spontaneously 
(observe the delicate mechanism of these 
bones!). The displacement may be located 
at the true (radiocarpal) wrist joint or be- 
tween the two bones of the forearm near 
the wrist. In case of the pianist such dis- 
locations are usually caused by violence or 
overstraining of the radiocarpal joint. 
There is apt to be a dorsal protrusion of 
the ends of the bones of the forearm over 
and above the bones of the wrist—usually 
confined to the ulna alone. 

Such dislocations, when showing slightly, 
may be treated by placing a coin about the 
size of a quarter upon the protruding 
hump and keeping the pressure constant by 
a wide stout rubber band clasped firmly 
around the wrist surface. At times it may 
be necessary to precede this application of 
pressure by twisting (rotating) and 
strongly drawing the hand forward until 
the bone jumps into its natural position. 

However, it is far better to prevent any 
trouble tending towards dislocation by 
practicing octaves and wide expansions of 
the hand slowly and carefully. If the 
wrist is kept entirely relaxed the student 
need not entertain any fears concerning the 
possibility of such a mishap occurring 
With the old method (arms held closely 
to the sides) it was not unusual for stu- 
dents to invite wrist-dislocation. 


Scope of Wrist Technic 

HE USE of the wrist in every phase 
of modern piano playing is so uni- 
versal (and this is as it should be, as the 
wrist is capable of movement in nearly 
every direction) that one hesitates to limit 
its possibilities by assigning it to a par- 
ticular place. Even in simple five-finger 
work with what is termed a quiet wrist, 
in semi-staccato touch or repeated notes, 
its employment, in not too rapid tempo, is 
preferable to the finger snap. This shows 
the superiority of weight over muscular 
exertion in piano-playing. For example, 
the first four measures of Mendelssohn’s 
Wedding March from “Midsummer Night's 
Dream” should be played entirely from the 
wrist rather than by employing the change 
of finger method (4-3-2-1) upon the 
groups of one repeated note of the first 
and second measures. Else, when the 
chord repetitions are reached, a difference 
in touch will be apparent at the change 

from the finger to the wrist flexion. } 
This mezzo-staccato touch with a quiet 
arm or hand is secured, through alternate 
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How to Use the Wrist in Piano Playing 


extension and flexion of the wrist, by rais- 
ing the hand with fingers curved and allow- 
ing its weight to fall through a relaxation 
of the wrist by catching the force of the 
fall with the finger upon its particular key 
and raising the hand immediately after- 
ward in preparation for another fall. 

The lateral movement (abduction and 
adduction) of the wrist are invaluable for 
the dextrous adaptation of the hand for 
the over and under position of the thumb 
in scale passages. These movements are 
easily displayed at the keyboard—and at 
the same time give a most excellent exer- 
cise preparatory to scale study. 

Place the thumb of the right hand upon 
middle C for the study of C major scale 
(other scales to be adapted according to 
the requirement of each). Then, with a 
good legato connection continued through- 
out the entire exercise, strike the E above 
it with the third finger releasing the C. 
Next, using this third finger as a pivot, 
swing the arm outwards (abduction of the 
wrist) at the same time pulling the thumb 
under the fingers until it stands over’ F 
above the pivotal E. This gives the wrist 
an outward-curved position. Sounding the 
F and using it as a pivot, immediately 
Swing the hand over sidewise so that the 
fourth finger will fall upon its allotted 
note, B. Using B as a pivotal point with 
another outward swing of the arm let the 
thumb land upon the C above. 

The same exercise reversed (playing 
from top to bottom) affords an example 
of the motion of adduction peculiar to 
the wrist. In this manner the octave may 


be practiced several times up and down 
before proceeding to a higher octave. Bet- 
ter still, each swing may be practiced sep- 
arately several times, thus: 


hefore taking the entire octave as at (b). 
Then practice the over-and-under swings, 
as in (b), for two octaves; and finally 
interpose the omitted intervening notes of 
the scale and observe how much more 
easily and rapidly the scale run may be 
executed after this preliminary exercise 
has been practiced. For the left hand, 
begin again at middle C and proceed 
downwards in a similar manner using the 
notes C-A-G-D-C, 

One may readily conceive that it is 
utterly impossible to utilize the rotary 
wrist motion throughout its entire arc on 
the piano-keyboard. Yet, for motions of 
adduction and abduction, it is indispensable 
in playing arpeggios with legato in the 
three positions of the triad. As legato- 
connection is rather difficult to sustain in 
these enlarged reaches it is incumbent upon 
one to keep this fact in mind always and 
design preliminary exercises accordingly. 
Possibly the exercise for wrist-gyrations 
within keyboard limitations is to make use 
of the arpeggio-run 


‘Ex. 2. 
A 


7 
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for the first position as in (a), for the 
second position as in (b), and for the 
third as in (c). 

In these exercises each note, on being 
struck, becomes a pivot on which to swing 
to the following note. If the exercise is 
performed correctly the arm swings out- 
wards and inwards and the hand from the 
wrist assumes a rotary motion while the 
fingers take their designated keys. Of 
course this act of partial revolution neces- 
sitates total relaxation of muscles and 
joints throughout the entire arm. The old 
method of quickly moving the entire hand 
(thus preventing the rotary motion) to 
each new position of the arpeggioed chord 
is superseded by this modern method of 
flexible rolling of a relaxed wrist. The 
omitted notes may be supplied easily by 
the fingers while the wrist and arm are 
performing their acts and practiced so 
throughout the entire length of the key- 
board. 

The rotary motions enforced by the 
forearm (those movements which the 
famous progenitor-monkey tribe is in- 
capable of performing) are clearly ex- 
hibited in the performance of the chord- 
tremolo. These same twisting wrist-move- 
ments in conjunction with slight finger 
action may be used advantageously in such 
simple exercises as the following (given 
for the right hand only) : 


The hand in exercise (a) rolls with a 
twist from the key C to E while the third 
finger, slightly lowered below the other 
fingers, descends upon the key E stopping 
the force of the roll, The momentum of 
this roll or twist slightly raises the thumb- 
side of the hand and at the same time 
depresses to an inconsiderable extent the 
little-finger side. -The impulse to regain 
balance carries the hand towards the left- 
side and the D is taken by the second 
finger, the thumb-side of the hand falling 
and the outside rising; and so on to the 
end of the exercise. This continual rolling 
of the hand from first one side to the 
other is a simple transference of weight 
and produces a tremulous movement of 
the hand. The exercises should be prac- 
ticed very slowly at first with an exag- 
geration of the sidewise movement, and 
later interspersed with soft and rapid 
movements, 

However, wrist movements conjure up 
to the pianist exercises devoted to simple 
chords or octaves played from the wrist 
in a staccato manner and employing only 
the motions of flexion and extension which 
are restricted to the eight wrist-bones. 
The position for the hand to assume in 
such performance is most aptly described 
by Isidor Philipp, in his “School of Tech- 
nic.” “In these wrist exercises (double 
notes and octaves) it is necessary to pre- 
serve the full-curved finger position. The 
hand is moved from the wrist, and the 
fingers in use are held fixed while the 
others are drawn up, to avoid contact with 
the keys.” I will add, however, that at 
the same time there must exist a relaxation 
and looseness throughout the entire arm. 

Even Louis Plaidy, a teacher of technic 
at the Leipzig conservatory a century ago 
and a confirmed adherent to the rigid or 
“close to the side” arm, called especial at- 
tention to the desirability of extreme free- 
dom in the wrist, contending, however, 
that “the arm must have nothing to do 
with this movement.” Furthermore, “It 
4S necessary to see that immediately after 
touch the hand moves back by the 

does not sink during the pauses 


but retains its position above the key- 
board.” In contrast to such teaching the 
modern tendency, originated by Franz Liszt 


at about the same time as Plaidy, en- 


courages the assistance of a relaxed arm 
when needed and allows a downward and 
upward lifting of the wrist at intervals 
to sustain the flexibility of the wrist, thus: 


Low wrist 


High wrist 


It is evident that these two positions must 
not be taken suddenly, but gradually. The 
feeling experienced by the hand and fin- 
gers on the keys in this touch may be 
likened to the rebounds of a bouncing rub- 
ber-ball. However, there is one rule of 
Plaidy which should still stand and which 
states, “In order to obviate the clumsy, 
heavy touch which beginners are apt to 
employ, and to acquire lightness and ease, 
these exercises should first be played piano 
and slowly.” 


Self-Help Questions on Mr. Marks’ Article 

1, What exercises give complete rclaxa- 
tion to the wrist? 

2. How may slight dislocations of the 
wrist be treated? 

3. When should the meszo-staccato touch 
be performed with wrist action? 

4. What wrist actions aid in scale-play- 
ing? 

5. What wrist motion is required in the 
chord-tremolo? 


Bach Study Hints 


By Alfred J. Tull 


“Giving of doses” is the current attitude 
of a great number of teachers. But Bach’s 
works should not be taken as tasks though 
they do develop a certain phase of technic. 

The prime reason that some children 
‘have an aversion to these studies is be- 
cause they think of them only as exercises. 
Therefore, in order to hold the child’s in- 
terest at the very start, Bach should be 
presented in a distinct light. 

The principles of polyphonic writing 
may first be explained. Then the unique 
manner in which the constantly recurring 
voices are presented may be pointed out. 
The child can be made to see the piece is 
music rather than a finger exercise. The 
fact that the works are of great impor- 
tance technically need not be unduly 
stressed. 

Taking a two-part invention, instruct the 
pupil to play it Tempo Commodo. Then 
Start at the beginning and study it a 
phrase at a time, When the general idea 
of the composition has been conceived, 
work it out measure by measure until the 
technical demands are mastered and it 
can be played at the required tempo. This 
method of study enables the student to 
perceive the thing as a whole, and so have 
the interpretation constantly in mind. 

The finished rendition and interpretation 
must not be relegated to the last, else the 
study becomes tiresome as soon as it has 
been learned from a technical standpoint. 
Unless the greatest of care is taken in the 
presentation of these works they will mean 
nothing to the immature understanding of 
the child. 


“Take a music bath once or twice a weck 
for a few seasons. You will find it is to 
the soul what a water bath is to the body. 
It elevates and tends to maintain tone to 
one’s mind. Seck, therefore, every clean 
opportunity for hearing. Purchase some 
kind of instrument for the home and see 
that its beneficial harmonies are often 
heard, Let music be as much a part of a 
day's routine as eating or reading or work- 
ing."—O.tver WENDELL Hoes, 


Gleanings from Practice Hours 


By Sylvia H. Bliss 


Many years of piano practice have de- 
veloped certain conclusions which, handed 
on, may be of use to an occasional student. 

First, a few words regarding the atti- 
tude toward a composition to be learned. 
At first trial, this piece may seem a ver- 
itable mountain of difficulty; and the ten- 
dency to discouragement will prevail if we 
carry into each period of practice a sense 
of the difficulty of the entire work. Mas- 
tery of the most trying composition is not 
one great task but an assemblage of many 
small ones. Broadly speaking, it is true 
that, if a student will descend with suffi- 
cient patience and care to particulars, he 
will find nothing difficult. Difficulty is en- 
countered when we attempt on the first day 
what belong to the tenth. 


Practice Plus Thought 

A second conclusion is that practice, to 
be of real value, must be practice plus 
thought. It is possible to go over an in- 
tricate passage several, even many times, 
without becoming at all familiar with it. 
Each repetition may result in the same 
trouble; each time it may be as if newly 
read. For such trouble the most effective 
remedy is acquaintance with the text, not 
through mere finger repetition but by 
means of the application of thought. What- 
ever the difficulty, whether of rhythm, fin- 
gering, unusual succession of notes, or in- 
volved chords, it will yield to intelligence. 
When the passages are definite and clear 
in the mind, the fingers, if well trained, 
will readily do their part. Finger stumb- 
ling is, primarily, mental stumbling. 


Speeding Up 

In the matter of tempo it is frequently 
impossible to.exceed a certain speed. Even 
if the piece is a very familiar one, efforts 
to increase the rate of movement may be 
ineffectual. For this purpose set the met- 
ronome at a mark considerably beyond the 
usual one, and play at least a portion of 
the piece, in spite of stumbling and some 
skipping of notes, at this rate. Do this 
several times; and, while this tempo may 
not be maintained, the old time habit will 
have been broken up and a new speed 
limit attained. And in this connection it is 
well to recall the old advice, “Do not 
always, or even often, in general practice 
play a piece at your highest speed.” Slow 
practice of what is even well known is in- 
dispensable to continued clearness and ac- 
curacy. 

Snares for the Unwary — 

What has been said is especially true of 
such passages as follow. The first is from 
November by Tschaikowsky and represent 
the tinkling of sleigh bells against the 
rhythmical left-hand theme. 


“Tchaikowsky 


Ex. 1 


This figure, continuing for many meas- 
ures, may easily become blurred. 
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The Supremacy of 7 


is incredibly delicate and 
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of a scale passage ust 
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A NEW DEPARTMENT OF PUBLIC SCHOOL MUSIC 


Conducted Monthly 
By GEORGE L. LINDSAY, Director of Music, Philadelphia Public Schools 


Music Clubs in the Public Schools 


; AN IS said to be naturally a gre- 
; | garious creature. How much 
a truer this fact is in the natural 


social relations of children. Group activi- 
‘ties are decidedly more stimulating and 
- interesting than individual efforts. The 
example and adulation of others are often 
principal motives for sustained and in- 
ive effort toward achievement. These 
sic principles are foundation stones of 
‘the structure of universal public education. 
The conservatory idea in music study 
exemplifies these principles. It has been 
carried out in the introduction of piano 
class instruction in many progressive 
‘school communities. These classes and 
‘other classes in violin and the solo instru- 
ments of the orchestra and band have de- 
veloped tremendously in the public schools 
in the last decade. The tedium of soli- 
tary practice has been turned into the joy 
of cooperative effort by the introduction 
of class instruction and practice following 
the policies of the best pedagogic prin- 
ples. 

_ What is true of the intensive work car- 
ried on in the varied program of the school 
we and in the supplementary classes is 
iously true of the well-guided social 
een or extra-curricular activities. The 
Chios is dull indeed that provides nothing 
more than the regular program of edu- 
ational subjects. 


a Influence of the Club 


HE JUNIOR high school club idea 
has received so much attention of 
te that the elementary schools, and even 
senior high schools have relaxed in 
neir efforts to provide opportunities for 
lub activities. The reason is due, no 
loubt, to the fact that little or none of the 
chool day is devoted to club periods and 
the clubs have to meet after school 
ours. The fault is not with the modern 
child, nor with the average harassed 
+ who is often forced to spend 
ely all of her after-school time in col- 
: classes and in preparation for her 
educational and economic advance- 
The reason lies in the fact that the 
of school club activities is often 
stlooked and underestimated. 
nterprising teachers, however, have 
d time for music clubs before school 
noon, as well as after school. No 
to stay “after school” even for 
ely interesting club activities. Edu- 
; say that the solution to the prob- 
sin an extended school day, and many 
pore organized on that basis and 
t the issue by providing time for 
ities in school hours. Wherever 
‘to come from it must be found, 
social life and spirit of the school 
or developed in order that 
ol may play in part in what is 
the greatest need of the times— 
al and ethical development of pres- 
future generations in the way of 
living and useful citizenship. 


1e Lower Elementary Grades 

j ESTING rhythmic bands 
n maintained in the kinder- 

This type of organization 


ond grades as a club activity. The chil- 
dren enjoy organized rhythmic expression 
through the use of toy drums, cymbals, 
triangles, bells, tambourines and other 
simple rhythmic instruments which can 
be effectively used to express the~rhyth- 
mic structure of marches, waltzes and 
other dance pieces played on the piano by 
the teacher or on the talking machine. 

Capable children are selected as leaders 
and delight in directing in such a way as 
to make sure that the proper rhythmic re- 
sponse is given to the demands of the music. 
The rhythmic band is always greeted enthu- 
siastically by groups of older children and 
their parents whenever they appear with 
their simple uniforms of capes and caps 
in the assembly or in public gatherings. 
The youngsters take their task seriously 
and are very keen in following directions 
exactly. Many school music educators 
have thought so highly of this device for 
rhythmic response that they have em- 
bodied the use of it in the course of study 
in music: education. 

The use of the rhythmic or play band 
has a place in all courses in music appre- 
ciation in the lower elementary grades. 
In song contestsy;and festivals a place is 
generally found at the top of the program 
for selections by these groups. Since it 
costs very little to equip a rhythmic band, 
no first or second grade class should be 
without one as a club or a regular activity. 


The Class Choirs 


NOTHER interesting socializing move- 

ment is evidenced in the present de- 
velopment of class choirs. No modern 
school ‘1ausic course is complete which 
does not call for individual singing on the 
part of all pupils. The music class is 
thereby easily divided into three groups of 
fingers. The best singers are seated in the 
rear of the room and form the first choir, 
the medium-grade singers in the seats in 
the middle of the room and constitute the 
second choir, the poor singers in the front 
seats and form the third choir. 

When the class is so organized, at least 
one choir may be used as the nucleus for 
a club which can sing for the assembly. 
The first choirs of all of the three lower 
grade classes may, be formed into a lower 
grade chorus and produce little cantatas 
whose plots are |built around the class- 
room songs. The chorus may sing pro- 
grams. consisting of these songs in the 
assembly and on public occasions. 


The Toy Orchestra 


USICIANS since the time of “Papa 

Haydn” have written kinder-sym- 
phonies with scores for the instruments 
of the toy orchestra, two or four hand 
piano parts and sometimes violin parts. 
The knowledge of rhythmic notation of 
the pupils of grades three and four can 
be utilized in following specially written 
parts for the toy instruments. The music 
publishers are meeting the deniands for 
written parts for each toy instrument and 
very pleasing effects can be secured by 
using these specially prepared scores and 
parts. This could not be done in the 
first and second grades as the reading 
ability of the pupils is not sufficiently de- 
veloped there. 


The use of the talking-machine of the 
newest type will provide an ample back- 
ground for the major part of the score 
if the teacher is not able to play the piano 
score or if she cannot obtain upper grade 
pupils to do so. The proper development 
of this extra activity with picked children 
develops an interest in orchestral music 
and acts as a stimulus for creating a 
desire for the children to study the regular 
instruments of the orchestra. 


The Elementary Orchestra and Glee Club 


HE PUPILS in grades five and six 

are extremely interested in studying 
piano, violin, cornet, drums and the solo 
instruments of the orchestra if an oppor- 
tunity is provided for them to join the 
school orchestra. Many schools have 
capitalized this interest and have organized 
orchestras on an extra curricular basis. 
The elementary orchestra can be made a 
success if the teacher will select music 
of elementary grade and not attempt 
to make these beginners play selections 
that are too elaborate. In order to de- 
velop interest in instrumental music, there 
is a nation-wide movement to provide 
school children with class lessons in piano 
and in the solo instruments of the or- 
chestra. Great success has been obtained 
with these classes that meet either in 
school hours, after school or on Saturday 
mornings. 

Many places are providing individual 
instruction and the pupils who are in good 
standing in the class room subjects are 
excused from class in order to take les- 
sons during school hours at public ex- 
pense or for a small fee. The outcome of 
all this is the splendid development in 
these outstanding communities of worth- 
while school orchestras and of the com- 
bined all-elementary community orchestra. 

The prospect of developing fine vocal 
work in the glee club or chorus com- 
prised of the pupils of grades four, five 
and six is the best afforded in the schools. 
This is the age when the voices of the 
boys are at their best. Many boys are 
members of church choirs. The children 
are in the age when group practice does 
fall upon them and they are capable of 
performing the most difficult part music, 
such as the intricate score for children 
in Pierne’s “Children’s Crusade.” The 
music selected should have dramatic ap- 
peal. 

A little difficulty will be encountered 
in organizing glee clubs and in developing 
operettas and concert programs with 
pupils of this age. The children are 
capable of doing all that the leader may 
call on them to do. The class choirs of 
pupils of these grades furnish the main 
group of contestants in song contests 
and no drill or practice is too tedious for 
them if the end justifies the means. 


The Elementary Music Appreciation Club 


Gin CE pupils in the so-called associative 
period, that is in grade four, five 
and six, are intensely interested in the 
study of music appreciation, appreciation 
clubs should be formed. When the oppor- 
tunity is afforded the children to attend 
special children’s concerts given by sym- 
phony orchestras, provision should be made 


music 


for program study clubs in order to pre- 
pare the pupils for the fullest understand- 
ing of the music to be played at the 
concerts. But these opportunities exist 
only in the larger cities and only a smail 
percentage of the pupils can be accom- 
modated even there. 

The growing movement of broadcasting 
orchestral programs is a splendid one, pro- 
vided that these programs are broadcast 
at a time to fit the club period in the 
school day. No attempt should be made 
to supplant the regular lessons in music 
understanding by introducing the radio 
programs in the schools in place of the 
more resourceful talking-machine reper- 
tory of records. The symphony orchestra 
children’s concert supplements the study 
of music appreciation in the class-room, 
and the educational radio broadcasting of 
may be introduced 
assembly to large groups of children to 
serve as the best substitute for the actual 
childrens’ concert. 

The broadcasting of aa ae programs 
offers an opportunity fbi the schools in 
rural districts as well as in cities to hear 
the best in music. The music appreciation 
club may follow the same plan of pre- 
senting the identical programs performed 
in the series of children’s concerts by 
means of the modern talking-machine, and 
thus bring these truly remarkable record- 
ings of the greatest musical organizations 
and artists into the school assembly and 
class-room. This is the more practical 
way of securing results although it may 
not hold the interest and fascination for 
the children that the radio does. 


The Junior High School Clubs 
£ hye? JUNIOR High School program 

calls for regular club periods in school 
hours. The early adolescent period is the 
club age of most fruition. The socializing 
influence of club activities in grades seven, 
eight and nine is well recognized and 
practically every pupil elects membership 
in three of the numerous organized clubs. 
The school music teachers are recognized 
as those who should handle the glee clubs, 
orchestras, bands and _ operetta clubs. 
Other school and professional teachers 
should assist by sponsoring music appre- 
ciation clubs, violin clubs, wind instrument 
club for beginners and radio clubs. 

The glee clubs may be divided into the 
girls’ glee and the boys’ glee. These 
groups should be combined into the 
mixed choral club. Much splendid work 
can be accomplished by these vocal organ- 
izations separately, but the mixed chorus 
is the representative Junior organization. 
Concert programs should be developed and 
the glee clubs must have frequent oppor- 
tunities to sing in local functions as well 
as in school affairs. It is assumed that 
the teacher-director should welcome in- 
vitations for the music clubs to perform 
in public whenever they are prepared to 
do so. 

The club sponsors should not treat the 
club activities as part of a routine of 
school duty. They should enter enthu- 
siastically. into their leadership and guid- 
ance and thereby bring the music clubs 


(Continued on page 543) 


in the school . 
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DEPARTMENT OF BANDS AND ORCHESTRAS 


HE FRENCH HORN is the “Poet 

i of the Orchestra.” It is the in- 

strument of light and shade in the 
orchestral tone. A group of French 
horns, playing in harmony, lends to the 
tone-mass a shimmering atmosphere of 
romance which warms the entire texture. 
In solo this instrument is the embodiment 
of the idyllic, the romantic, the poetic. 
Perhaps this is “going it strong,” as Bret 
Harte would say; but one sympathetic 
listening to that opening theme of the 
“Overture to Der Freischititz” will cause 
the skeptical “to see the light.” 

Thus it is that something of the history 
and mechanism of this superlative form of 
the brass instrument becomes of real in- 
terest to the student of music. And, to 
find it in its simplest and most rudimentary 
form, we must, in imagination, go back to 
those primitive times when our progenitors 
were denizens of the forest. There, as 
they sought their daily meat by pursuit 
of the wild beast in his trackless wood- 
land home, it became necessary that men 
of the chase should have a means of com- 
municating their relative positions as well 
as to call their faithful hounds. 


Origin of the Horn 
THE ORIGINAL instrument for these 


purposes was a ram’s horn with its 


core removed and a hole bored in the 
small end. It was found that by blow- 
ing through this small aperture, it was 


possible to produce a far-reaching sound. 
The ox-horn or the elephant’s tusk were 
chosen to serve a similar purpose, ac- 
cording to the predominating animal of 
the locality., On the more - perfectly 
shaped of either of these it was possible 
to produce approximately the harmonic 
series of tones; and through this our early 
ancestors probably had their first taste of 
instrumental harmony. From this his- 
torical sketch the origin of the name of 
the instrument will be discovered; and the 
name of that near relative, the “cornet,” 
is but a variation of the Latin cornus 
which was the Roman equivalent of the 
English horn. 

When men discovered that articles of 
use could be made from the metals, they 
also found that horns could be made from 
the same substances, that the ones thus 
made were much more durable and that 
they at the same time produced a_ better 
and a louder tone. These early metal 
horns followed in general the form of 
the ox-horn and made a curve of little 
more than a quarter of a circle. How- 
ever, ere long they had followed the con- 
volutions of the ram’s horn till they made 
a little more than one and three-quarters 
of a circle, a form still practically re- 
tained by the French Horn. 


The Extension Tubes 


AS THE musical art developed, and es- 

pecially with the growth of the or- 
chestra, the horn became a valuable mu- 
sical instrument. As its importance grew 
in coloring the texture of orchestral music, 
improvements were made in its manu- 
facture. The natural horn, with but a 
simple tube, whether this was straight as 
in the early trumpet forms, or whether it 
was in curves, could make only a part of 
the notes of the scale. Only certain fun- 
damental tones and partials are possible, 
and it could produce these tones only 


n the key in which the instrument was 


_ 


The French Horn 


By EDWARD ELLSWORTH HIPSHER, A. R. A. M. 


made. This led to the invention of added 
extension tubes, by which the length of 
the vibrating column of air was varied. 
Which changing of the entire length of 
the horn, by variously curved crooks, made 
it possible to produce the full scale in any 
key. 

As originally used, in order to make 
possible the entire set of major and minor 
keys it was necessary to have at hand 
the following crooks, for an instrument 
built with its fundamental scale on C: 

Bb-alto, which lowered the pitch one 
- whole tone; 

A, which lowered the pitch a minor 


third; 

Ab, which lowered the pitch a major 
third ; 

G, which lowered the pitch a perfect 
fourth; 

', which lowered the pitch a_ perfect 
fifth ; 

E, which lowered the pitch a minor 
sixth; 

Eb, which lowered the pitch a major 
sixth ; 

C, which sounded a tone an octave 


below the original; and 

Bb-basso, which lowered the pitch a 

major ninth. 

As the Horn in C-alto is now obsolete, 
the compass of the Horn in Bb-alto is 
given. A peculiarity of its notation is 
that any pitches represented in the bass 
are always placed an octave lower on the 
staff than are the actual sounds produced. 
Thus the natural sounds of the Bb-alto 
horn are written 


Ex.41 


Sa 


though the actual pitches heard are 


The Horn in F, which seems to have 
been the one first introduced into the or- 
chestra, and which is the one still mostly 
used, is a tube of about twelve feet in 
length. At the end where the mouth- 
piece is inserted, this tube is about one- 
fourth inch in diameter. In proportion to 
its length, the conical expansion is much 
more gradual than in horns of the bugle 
type. Then at the mouth it rapidly 
flanges out to a diameter of about eleven 
inches. When a compass lower than that 
of the Horn in F is needed, the orchestral 
composer usually resorts to the Bb-basso 
horn. Also, among modern composers, the 
tendency is to write notes on the bass 
staff representing the actual pitches to be 
heard, 

In the early instruments it was possible 
to secure a complete scale by the introduc- 
tion of the open hand, with the fingers 
close together, into the bell and for some 
distance up the tube. This, however, 
created a difference of tone quality, so 
that great skill in varying the force of 
the breath was necessary in order to make 
even the scale composed partly of the 
open and partly of the stopped or “hand” 
notes, This led to the invention of a 
system of valves of which at first there 
were but two. With the aid of these, 
much more flexibility of execution became 
available and the horns took a more 


prominent part in the more brilliant pas- 
sages of orchestral work. Composers 
realized more and more their value, and 
horn-players became more and more neces- 
sary in the orchestral personnel. 

There is much disagreement as to the 
superiority of tone in the two differently 
made instruments. The simple hand-horn 
does seem to possess a certain brilliancy of 
tone which to some extent has been 
sacrificed by the addition of the valves. 
This, however, is compensated for by the 
greater agility with which the valved 
species can execute rapid passages as well 
as by its greater sureness of pitch. In the 
open or “hand” variety, the rapid changes 
of breath-pressure necessary for the 
equalizing of the open and the stopped 
tones, as well as a possible slight mis- 
placement of the hand, tend to produce 
uncertainty and unevenness of tone. 


HAND HORN 


The older masters were very carefui to 
take into consideration ie limitations of 
the instrument. Mozart was very par- 
ticular that the open or stopped notes 
should be always employed with particular 
care that their peculiar quality would 
be wedded to the mood of the passage. 


Beethoven took especial advantage of the” 


value of the low notes of the horn, 

The tone of the horn is full; though, 
compared to the more brilliant trumpets 
and trombones, it is on the whole rather 
soft and mournful. It has a gteat range 
of quality, varying from the mysterious 
lugubriousness of the stopped low notes 
to the almost painful and despairing cry 
of the upper tones when played forte. 

The records of the Theatre Royal of 
Vienna show that there were two horns in 
the orchestra in 1711. At the Imperial 
Opera of Vienna it was introduced from 
1712 to 1740 and then for some time dis- 
continued. It was first used in England 
in 1720, by the opera band of the Hay- 
market Theater, in Handel’s “Radamisto.” 
It was introduced into France by Campra, 
in his opera “Achille et Déidamie,” in 
1735; though it is possible that Lulli had 
made earlier use of it. 


VALVE HORN 


With the development of orchestral and 
concert music, composers made greater 
and greater demands upon the ability of 
the performers. Beethoven constantly 
gives the horn a prominent place in all 
his works. As a solo instrument, espe- 
cially in his Sonata for Horn and Piano, 
and in his Sextet for Strings and Two 
Horns Obbligato, he has set his players 
such a stupendous task that these com- 
positions are almost never heard. 


Schubert was especially 
use of the horns, especially 
phony ‘in C”’ Weber was 
their use with scarcely an e¢ 
they seem to have been 
among the orchestral : 


measures of his “Overture - Ob 
can scarcely be forgotten. T his ‘ 
liam Tell,’ Rossini gets through 
his wondarti effects of the Alp 
and its echoes in the mountains. V 
skill in the employment of these 
ments is especially evident when he 
bines four of them in the third 
“Tristan and Isolde” and when he secures 
an effect that is enchanting by 
six stopped horns in the arnhelm 
of “Das Rheingold.” 

So it is that this instrument hahah ha 
its beginning in the horn of the humb 
ox and ram has become one of the n 
expressive, the most valuable in our g 
modern orchestra. The masters ha 
been glad to use their greatest skill 
developing its peculiar traits of exp 
sion. The student of orchestra will find 
in it always a source of wonder, of fasci- 
nation, and of inspiration, ey. 


Recognition of Native Band 
Composers — 


’ By William Alb Albert ae 


Amonc the women’s clubs of this 
country—those musical and otherwis 
there is in recent days a prem vital 
for the recognition and support of 
American artist and composer, This 
one to speculate upon the really a ippal 
ignorance there is in regard to the 
plishments of writers for the 
band and orchestra. _ 
There is a galaxy of composers of 


merit which extends through the last 
generations, but who has ever he 


them? These are thorough n 
in addition to practical 


think of their abilities, craft 
knowledge and then to 
would-be writers of music, ; 
nowadays, who conceive sor 


and, after getting a musician 0 
down” and write them a_finist 
gloriously announce themselves ¢ 
It is to laugh! \ 
Do we say too much 
the waltzes of C. W. B 
where is he, anyway?) 
melody, harmony, treatment 
tion, can be compared credit 
of Strauss, Lanner and We 
not the overtures and c¢ 
Rollinson works of abili 
Were ever marches _ bette 
those of D. W. Reeves? 
forget the graceful n 
of Laurendeau? 
The works of George 
simple and of light m 
ducts of a thorough 
his harmonies and_ 
which he wrote. 
a mysterious person to th 
he was and where he 
never known to many nm 
as popular and as we 
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Conducted by PROF. CLARENCE G. HAMILTON, M.A. 


Professor of Pianoforte Playing at Wellesley College 
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This department is designed to help the teacher upon questions pertaining to ‘‘How to Teach,’’ ‘‘What to Teach,’’ etc., and not 


technical problems pertaining to Musical Theory, History, etc., all of which properly belong to the Musical 
= = Questions Aaswered Depariment. Full aame and address must accompany all inquiries 


Recitals and Counting 


fam an accredited piano teacher 
under a special certificate issued by 
the State Board of Education of 
Californ 


j ia, This means that my stu- 
dents are given regular high school 
eredit. As a result I get all grades 


of students, and I try to choose for 
them which they will enjoy 
and use in their home life. Of 
course, two-thirds of our work is 
technical and only one-third devoted 

— to recital solos. 

Por the technical work I use sev- 

eral of the prepared courses, all of 

ify to suit individuals. 
rd to solos I am asking the 

ng questions: 

. Should a teacher attempt to 

— teach pete piece which she has not 
st himself? 


| ot a teacher ane bog in 
. gers op. any piece on his stu- 
dents’ recital programs just as well 
and ferably a little better than 


e 
1 3 ‘Should one attempt to teach 


| 


any which he has not heard 
played by some authentic pianist? 
4. Where can I go to hear played 


by some reliable pianist the pieces 
suitable for student use? 

5. What would you do about a 
student who plays Liszt's Love 
Dream and Chopin’s Nocturne, Op. 
15, shh Boe to time and in correct 
rhythm, but yet cannot play these 
pieces slowly, counting the time? 

6. What is the trouble with a stu- 
dent who last year played March of 
the Dwarfs and other pieces by 
Gri but who this year, when I 
give her Schumann’s Whims, Warwn 
and Soaring, makes a failure at each 
recital by faulty memorizing? She 
gets stubborn when asked to count 


out loud. 
Mrs. W. S.-C: 


. I do not think it fair to a pupil to 
to teach him how to play a piece which 
unfamiliar to you. Indeed, the more 
1 have studied a piece and taught it to 
er pupils, the better you understand its 
iching points,’ and the more confi- 
can you present it. 

. But if you thus understand a piece 
| can illustrate at least its “high spots” 
pupil, it does not follow that you must 


d many advanced pupils, indeed, it 
id be a considerable task to keep all 
r materials at your fingers’ ends! 
_A good teacher should be so con- 
ant with the principles of technic and 
ession that he is competent to work 
a consistent interpretation of a piece 
own account. It is, of course, il- 
ting to hear experts perform it; 
ven then one should finally rely on 
‘own judgment as to how far their 
armances are worthy of imitation. 
In the present era of accurate re- 
ings, one is able to hear the perform- 
of expert pianists on the player 
s. These records are especially val- 
of course, when made by the com- 
1 as those of Rachmaninoff, for 
But remember that concert 
ts may sometimes indulge in airy 
that would be both unsafe and mis- 
- for pupils. 
Both of these pupils need to be 
t to see plain facts. Certainly, all 
uld be able to count aloud, 
» taught to do so until rhythms 
established in their minds. 
$ occur to me; first, that 
exercises until they be- 
d to their own voices; 
u play duets with them, both 
ng aloud; again, that the 
called in as an aid both for 


: sand for pieces. i 


Impress on the pupils that a piece, how- 
ever well learned, should always be 
strengthened by a continuous background 
of slow and careful study. To find de- 
fects in the mechanism of an automobile, 
for instance, the repair man would cer- 
tainly not keep it running at full speed, 
but would rather examine each part by 
turning it carefully about. So _ pupils 
should subject each detail to constant scru- 
tiny, in order to observe and remedy any- 
thing that is improvable. 

In the case of the pupil with faulty 
memory, it looks to me as though she had 
not waited long enough before presenting 
the music in public. Confine her recital 
playing to pieces which she has had for at 
least a few months, or even a year, and 
which she has reviewed several times. 


Five Pedagogical Points 


1. What is your opinion of Bach's 
Inventions as a preparatién for the 
same composer’s Preludes and 
Fugues? 

2. What kinds of studies should I 
give to pupils of ordinary talent? 

3. Please give me a course of study 
for the ordinary pupil. 

What ean I do for a 
whose wrist is stiff? 

5. What are the advantages to an 
advanced pupil of playing duets and 
accompaniments ? 

by 


pupil 


1. I consider the two-part inventions 
especially useful as preparatory studies 
for the fugues, since they introduce the 
pupil to fugal writing in a simple and in- 
teresting way. Take, for instance, the 
First Invention. Let the pupil get thor- 
oughly into his head the little theme: 


Then show how this theme is used over 
and over throughout, sometimes inverted 
or éxtended. 

After studying a number of the inven- 
tions in this way, he will be prepared to 
trace the subject through the more intri- 
cate mazes of the fugue. 

Since the three-part inventions are 
nearly, if not quite, as difficult as some of 
the fugues, I prefer to go directly to the 
latter. ; 

2. There are two classes of studies: 
(a) those which aim primarily at the de- 
velopment of technic, and (b): those which 
emphasize musical values, or interpreta- 
tion. 

Chords and Single Notes 


I find that my beginners, young 
and old, enjoy playing chords rather 
than single notes. This ‘they can 
easily do if the pieces are so ar- 
ranged that the hands do not strike 
together, as, for example, in Walter 
Rolfe'’s Big Bass Singer or Daddy's 
Waltz. The left hand strikes a mel- 
ody note, then the right hand one or 
more chords, or conversely, the right 
hand plays the melody while the left 
strikes chords. Please give me the 
titles of several similar pieces. 


L. M. 


An example that occurs to me is Schu- 
mann’s Happy Peasant, Op. 68, No. 10. 
Will not other teachers in the Round Table 
send the names of pieces of this type which 
they have found useful? 


Playing by Ear 


I have been teaching about six 
months and have a pupil who is 
nearly seven, but wh acts like a 
child of five. Only after treerty 
lessons did I notice that she plared 


almost entirely by ear. I might state 
that she has a sister of eight who 


started at the same time and with 
the same book (Blake’s Melody 
Book). 


Beth is very clever, and I dislike 
Starting her at the beginning again. 
How shall I teach her time-values? 

N 


G. 
The fact that the child has a good ear 
is all to the good, if properly handled. 
But of course she must be taught to read! 


Try her on duets, spending a part of 
each lesson-period playing with her. Be- 


gin with very simple ones, such as Master 
and Scholar, by Carl K6lling, or Just We 
Two, by George L. Spaulding, and have 
her count aloud continuously. Can you 
not teach the two children to play such 
duets together ? 

In giving her studies or pieces, have her 
practice the part for each hand separately 
before putting the hands together. An- 
other device is to have her begin at the end 
of the piece, practicing the last measure 
first, then the one before, and so on. 


Playing Before Others’ 


I have a pupil, a lady twenty-five 
years of age, who is troubled by not 
being able to play well when others 
are listening but can play all right 
when she knows that she is alone. 
I tell her to forget about herself and 
not be self-conscious, but it does not 
help. Have you any advice to give 
her ? Bo Ve MG 


See that your pupil has under her fin- 
gers several pieces thoroughly learned and 
memorized. Then, get her to play one or 
two of them every day, before some one— 
a. member of her family or a friend that 
is calling. Tell her that, when playing, 
she should put her whole thought on (1) 
keeping her wrists loose, and (2) making 
each phrase of the music mean something 
—working it up to its climax note. If 
her mind is filled with these constructive 
ideas there will be no room for self-con- 
sciousness. 

I sometimes wish that every teacher 
might have a group of pupils present in 
the music room when individual 
are given. In Tobias Matthay’s studio in 
London, for instance, a number of pupils, 
perhaps from six to twelve, are almost 
always present during his teaching hours 
to absorb words of wisdom that fall from 
his lips and to join in the discussion of 
mooted points. Perhaps at first this may 
be embarrassing for the student, but even- 
tually he becomes so accustomed to an au- 
dience that he forgets all about it. 


A Weak Fourth Finger 


One of my pupils, aged ten, has so 
weak a fourth finger on her right 
hand that she is considering aban- 
doning piano study—which woul 
be a pity, since she has a love for 
musie aud some talent. I advised 
her to try to lift this finger slowly 
for ten minutes daily. 

When she plays with the weak 
Anger the fifth finger wants to go 
down with it. Another trouble is 
that when she attempts to play a 
third the fourth finger always de- 
presses a key, causing all three keys 
to sound. 

Last evening she exclaimed, “Oh, 
look, I can lift the fourth finger with- 
out the others!’ Yet it was such a 
tiny bit of a lift that it was hardly 
noticeable, though she is attaining 
splendid control over the other 


fingers. 
: Mrs. E. M. 


lessons 


My feeling is that with care the finger 
will develop as the child grows older, es- 
pecially since she seems to be a tractable 
and intelligent pupil. 


JULY 
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I should not stress too much the lifting 
of the finger, but rather the rotation move- 
ment. Let her take the five-finger position 
on the keys, with wrist raised about an 
inch. Now let her throw the third finger 
into the key F, so that it sounds somewhat 
loudly; and let her then stand on this key, 
as it were, so that the third finger sustains 
the full weight of the hand. Now let her 
throw the hand to the right slightly, sound- 
ing F with the fourth finger and releasirig 
the third. Both the third and fifth fingers 
may be kept a little above the keys. Again, 
proceed from the fourth to the fifth finger 
in a similar manner, sustaining the weight 
by the fifth. Reverse the process, going 
from the fifth finger to the fourth, then to 
the third. 

The following exercise, which may be 
played in all keys, is based on these mo- 
tions : 


Observe that when a finger is sustaining 
weight the wrist is held high, and the fin- 
ger is only slightly curved. In this way 
the finger gradually acquires strength, 
which will finally be evident in general 
work. Other exercises, such as the slow 
trill, may be utilized in the same way. 


"Technic for an Adult 


I am thirty-two years old and 
have taken piano lessons about five 
years, three while growing and two 
since I became an adult. However, 
I cannot play readily nor with ease. 
I have never done much technical 
work, and wish to know if, in your 
opinion, I could accomplish any- 
thing now. I should like to play 
Chopin's Waltzes easily and grace- 


fully. I have worked on the Btudes, 
but they are too difficult. My hand 
is small. 

G. G. 


I see no reason why you should not be- 
come a fluent player, provided you relax 
your muscles properly. The attempt to 
play wide intervals is apt to result in 
stiff wrists if the hands are very small. 
Cultivate, therefore, looseness in the wrists 
and practice five-finger exercises and scales 
plentifully. You may safely work on ar- 
peggios, but you should be chary of 
stretchy chords and octaves. 

I suggest for your daily practice the 
Virtuoso Pianist, by C. L. Hanon, and 
Mastering the Scales and Arpegyios, by 
J. F. Cooke. 

You ought eventually to play with ease 
Chopin’s laltzes, also any other compo 
sitions that require finger dexterity but 
do not call for long and powerful fingers. 


“Music is a part of life. It is not 
merely an accomplishment or a hobby, nor 
yet a means of relaxation from the stren- 
uous business of earning a living. It is 
not an addendum or an excrescence; it is 
an actual part of the fabric of life itself.” 

—H. Ernest Hunt, 
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SCHUBERT'S SENSE OF HUMOR 


“Tr is certain that Schubert did not lack 
a sense of humor,” observes Edmond- 
stoune Duncan in his biography of this 
composer, “for when rid of conventional 
restraint he would indulge himself to the 
top of his bent in merriment and practical 
jokes. His favorite drollery, when in this 
vein, was a performance of ‘The Erl King’ 
through the teeth of a comb, a feat which 
always drew. the laughter and applause of 
his audience. His own laugh, we are told 
by Keissle, was no ordinary, mirthful per- 
formance; ‘it consisted of a hoarse, sup- 
pressed chuckle.’ 

“Schubert did not dance, but he was 
ever ready to extemporize by the hour 
for those who desired to trip it lightly. 
He is said to have turned some of these 
fleeting fancies to practical account by re- 
peating such strains as pleased him until 
he was able to carry them in his memory. 
They were afterwards written down 

” 


“When living with Mayrhofer (in 1819) 
the composer and poet seem to have 
amused themselves with ‘jests and youth- 
ful jollity, quips and Sade of many 
sorts, ‘for whilst we were together,’ (says 
Mayrhofer) ‘many a curious thing hap- 
pened. Both of us were of the right tem- 
perament, and opportunities there were in 
plenty for droll amusements.’ 

“A favorite joke with Mayrhofer was to 


charge at Schubert with a sword-stick 
with a bayonet fastened at the point, 
shouting out the while in an Austrian dia- 


lect, “Was halt mich denn ab, du kloaner 
Raker?’ to which Schubert, while thrust- 
ing him back, would reply, ‘Waldl, wilder 
Verfasser.’ Mayrhofer adds that 
his friend’s ‘free, open-hearted, cheerful 
manner, and my retired nature came into 
sharp contrast, and gave us an opportunity 
of nicknarning each other appropriately as 
though we were playing certain parts as- 
signed to us.” 


LESCHETIZRY (AT THE-PIRST 
LESSON 

“The first lesson with the great master, 
after months of preliminary study, was an 
event for the preparatory teacher as well 
as for the pupil,’ says Ethel Newcomb in 
“Leschetizky as I Knew Him.” Appar- 
ently it was an event for Leschetizky 
himself also. 

“So keen was his interest and curiosity 
in his new pupil that he would often go to 
the window to watch him come down the 
street,” this author tells us. “The pupil’s 
manner of entering the room would be 
noted, and everything that had been ob- 
served or heard of him was taken into 
consideration. Good nature and self-pos- 
session on the part of the pupil acted as 
a stimulant to Leschetizky in the lessons, 
as also courage in asking intelligent ques- 
tions. 

“Blunders were often cheerfully over- 
looked if the personality of the pupil was 
at all agreeable to the master. But, while 
the pupil’s personality was of great inter- 
est and importance to him, the absolute 
correctness of every musical as well as 
technical detail was the supreme test in 
the first lesson. Every chord had to be 
understood so well that its arpeggio could 
be played fluently without hesitation. 
Moreover, the musical structure of the 
piece had to be so perfectly understood, as 
weil es visualized, that one could begin at 
any bar or on any noie. 

“Until a few technical studies and two 
or three pieces were mastered in these re- 
‘Spects, it was not possible to follow him 
freely in the detailed study of tone and 
Y which was so vital a part of his 
teaching,” 


‘ 
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The Musical Scrap Book 


Anything and Everything, as Long as it is Instructive 


and Interesting 
Conducted by A. S. GARBETT 


WHEN LISZT MET LONGFELLOW 


ONE cannot imagine two more opposite 
characters than Liszt, the romantic poet- 
pianist, and Longfellow, the New Eng- 
land poet and creator of the chaste Pris- 
cilla. Nevertheless, the two actually met, 
and Walter Damrosch in “My Musical 
Life” tells how the meeting resulted in the 
painting of a little-known picture of Liszt, 
reproduced in that volume. 

During a dinner, “Liszt asked if I 
knew anything of a portrait of his which 
had been painted under interesting condi- 
tions many years before,” says Damrosch. 
“Liszt occupied rooms at the old Villa 
d’Este at Tivoli, near Rome, for a month 
or two every winter. It then belonged to 
his old friend, Cardinal Prince Hohen- 
lohe. One evening his bell rang, and, as 
his servant had gone out, Liszt took a 
candle and opened the door. His visitors 
were Henry Wadsworth Longfellow, the 
American poet, who had brought a painter 


friend, Mr. Healy, to introduce to the 
maestro. Longfellow was so struck with 
the picturesque appearance of Liszt as he 
stood in the old doorway in his long black 
soutane, holding a lighted candle, that he 
asked Liszt for permission to have Healy 
paint a picture of him, and he (Liszt) 
consequently gave Healy several sittings. 
Longfellow took the painting back with 
him to America. 

“IT had never heard of nor seen this pic- 
ture, but thirty years later, when Ernest 
Longfellow, a nephew of the poet, was 
lunching at our house I remembered the 
incident and asked him if he knew any- 
thing of the whereabouts of the picture. 
He told me that he remembered it very 
well and that it was still hanging in his 
uncle’s house at Cambridge. Through the 
courtesy of the present’ occupants I was 
permitted to take a photograph of it.” 


SCHUMANN’S 


ScHUMANN’s peculiar gift for writing 
music for children is discussed in a life 
of this composer by Herbert Bedford, re- 
cently published. 

“The Kinderscenen” (Opus 15) consists 
of thirteen short pieces for piano, pro- 
vided with suggestive titles,” says Bed- 
ford. “They are among the most char- 
acteristic of his earlier works, and Schu- 
mann said they came into being owing to 
Clara’s remarking that in some respects 
he ‘seemed to ther like a child’ He de- 
scribed them as peaceful, tender, happy 
music. 

“This from a letter to her: ‘After com- 
posing some thirty little pieces, I chose 
a dozen of them, and put them together 
under this title. You will like them.’ 

“In a letter to Heinrick Dorn (Septem- 
ber, 1839), after complaining of the stu- 
pidity of a Berlin critic who ‘imagines 
that I set before me a yelling child, and 
then set about finding music that sounded 


“KINDERSCENEN” 


like its howling,’ he insisted that though 
certain children’s faces were sometimes in 
his mind the titles ‘were, of course, added 
afterwards’ by way of hints of the con- 
ception and interpretation. 

“Tt is not easy to reconcile this with the 
statement elsewhere that his Kinderscenen 
were ‘a grown man’s reminiscences of his 
own childhood.’ From an article by Cyril 
Scott, entitled Schumann, the master of 
child music, 1 borrow a suggestive pas- 
sage: 

““Hle was the messenger from the heart 
of the child to the heart of the parent. 
Nay, he was more: he was the true poet 
of the child-soul, of the child-nature, of 
the child-life. With his tenderness, his 
whimsicality and his humor; with his 
questionings, his fancifulness, his plead- 
ings, and his dreaminess; he implanted in 
the mother-heart the true likeness of the 
child; and she understood. ...’” 


“OFF WITH HIS HEAD” 


PrayinG for an oriental despot is ev- 
idently a nervous occupation according 
to Leopold Auer, whose book “My Long 
Life in Music” contains a long descrip- 
tion of a concert given the Sultan of 
Turkey by a group of Russian artists, 
including himself, 

The concert was given only after in- 
numerable delays. “As eight o’clock drew 
near, the murmur of hundreds of curious 
feminine voices came to us from behind 
the grilled galleries; and little soprano 
cries, peals of subdued laughter, the frou- 
frou. of silken garments, and breaths of 
perfume floated down from above. An 
air of gaiety and merriment seemed to 
hang over the great empty hall, and it 
robbed us of all the nervousness which we 
might otherwise have felt. 

“The sultan himself entered with a 
numerous suite of marshals and paskas, 
and with them our ambassador, M. de Zin- 
ovieff, and the chief Dragoman. The 
Sultan Abdul Hamid II must have been 
cbout sixty years cf age at that time, 


and looked every year of it. His glance 
was veiled and indifferent, but now and 
again, I found that his black eyes could 
look piercingly out of his lean, sallow 
face. <n 

oy -Then it was my turn, and I 
played two or three small pieces, being 
careful to keep my eyes glued to the 
sultan’s face—for what might not happen 
if he nodded for me to cease and I did 
not stop playing? The sultan, however, 
never moved and before long .... I 
found it necessary to tune my “soli, I 
had no sonner started tuning it than 
Aranda Pasha hurried up to me and in a 
nervous manner begged me to continue 


playing. I explained to him that my in- 


strument was out of tune... . In a great 
state of agitation, he hissed into my ear: 
“Cela ne fait rien; allez toujours!” (Never 
mind—keep on playing). Fortunately, it 
was not long after this that the sultan 

smiled at me, and with a lindly inclina- 


tion of his head gave me ae to 
withdraw.” 
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One of those telling drawing-room numbers,such as only Paul Wachs could write. (rade 5. 
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And we’ve had our tri - als 


shine, dear, 
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that’s 
Life we’ve shared so long. 
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I’m for-ev-er tell- ing you. 
Things some-times go wrong, dear, 
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Shad - ows 
turn - ing, 


All our clouds have passed a 
blue. 


feel. 
wrong, dear, 


. 


song. 


al - ways 
£0 
Skies are’nt al - ways 


at | 


kien 


But e’en tho’ your hair’s turned gray, dear, 


You've ne’er ceased your 


Things some - times 


in this 


* 0, by Louis Ree. a 
ree diminutive of Rondo is, of course, 
however, Mr. Ree’s word is entirely 


leasing theme of this piece “keeps com- 
in true rondo style, and finally appears 
eft hand in the fifteenth measure from 


pela 


Isle (Isola Bella), by James 
cis Cooke, 

Maggiore, Lugano, and the rest—what 
“ names conjure up to our minds! 


rare ane Re poets who have celebrated with 
eauty of the Italian lakes and 
wo aded Nie 


in this number are C 


isles which nestle in among 
5 Many are the composers who have tried to 
in tones somewhat of all this loveliness. 
latter, none. has been more successful, 
, than Mr. Cooke in his new piano 
tan Lakes. Of only moderate difficulty 
ly, these compositions are yet a veracious 
of the scenes, and are as rich in quiet 
as an etching. 

) Onggeeed of Beautiful Isle are wistful and 
tin and the contrast of keys—A Flat, 
_A Flat, and, finally, E Major, and the 
of A Flat—is nicely planned, Please heed 
ly indicated phrasing in this piece. 


det First Waltz, by Gilbert A. 
k. 


" Basve all probably heard of the composition 
m as “Golliwog’s Cake-walk.” It is a_de- 
humorous number which is often ‘“‘pro- 
’ by several of our leading pianists 
so touches the risibilities of the average 
ice that it receives immense applause. 

Golliwog could cake-walk, however, he 
to waltz; and Mr. Alcock has been 
ae to give us " faithful description of 

st waltz of all 


emposer of this first grade piece is an 


Siow measures 9-12 are the basis of 
13-16. Th's method of using the same 
| material over again will be of interest 
srs who really analyze the pieces they 
pupils. 


Pale Night, by Maurice Pesse. 


se is a poet in tones, His “In Leafy 
—published in a recent Erupz—was a 
descriptive composition, remarkable for 
ess of touch and its origirality. This 
composition is a worthy successor to the 
jiece. Notice the effective use of 12-8 


ases of this number are finely balanced 
r each other admirably. 

te means “‘sadly.” Observe the “pres- 
” marked with a straight line. Stress- 
roperly will add immensely to your 
of Into the Pale Night. 

no Coda to this beautiful descrip- 
it’s charms, but one does not feel the 
“closing remarks,’ so to speak. 


f am 
et Marquises, by Marcelle 
ze. 


Perey stately minuet, in wie 
the 


mosph ere is obtained by (1) 
tie material; and (2) the har- 
The latter item may in turn be 


into (a) choice of chords, and (b) 
texture due to chord groupings. The 
s uses the minimum number of 
will accomplish her purpose. . 
4 sting phrases which one finds in 
‘and right hand are not easy to execute 
On _ must think them out carefully, 
ice them until they become second 
jie be found difficult, practice each 
and accustom it to its correct phras- 
ghly that it will be able to ignore 
of the other hand. 
ranks, to our mind, with the fine 
ow-Ryder which recently appeared 


24, with the cadence to the sub- 
a surprise. Likewise the unison C’s 
measure of the piece, which are of 


nes, by Curt Goldmann. 


derato—the tempo at which the 
ishes his piece to be played—is nearly 
as Allegretto. The average pupil 
this, and even declines to see 
derato” which the composer has 
ployed. Do not hasten the tempo 
$ overmuch, therefore. Chimes, 
aber, are generally rung slowly, 
r section is especially interesting 
ig of study. 


ly enjoyable four-hand music. 


Horse, by R. O. Sutor. 


know exactly se made Mr. 
“magic” horse, but we are, of 
of the famous wooden horse 


m ip closely spaced and is indeed 
cond is widely spaced and contains 
| oO! ‘and a fifth. Such a 
cen themes is always desirable. 


Educational Study Notes on Music 


Etude 


BYEDGARALDEN BARRELL 


you write to our advertisers always mention THE ETUD! 


Rose Blanche, by Paul Wachs. 


Con eleganza means, of course, ‘with elegance.” 
Notice the sequence in measures 2-3, 4-5, 6-7, 


after the repeat of the first section. 
Paul Wachs was born in Paris, France, in 
September, 1851. A pupil at the Paris Con- 


servatory of Masse, Marmontel, and Franck, M. 
Wachs won the first prize for organ playing in 
1877. He died on July 6, 1915. 

Though he was the author of several works 
on harmony and counterpoint, Paul Wachs_ is 
mainly remembered for the wonderfully fine 
piano pieces he wrote. Few have had ap equal 
gift for delicate and charming salon composition, 


and of M. Wach’s. pieces this Rose Blanche is 
thoroughly characteristic, 
The middle section (in G) features octaves 


in the right hand; and you will please observe 
that, previous to this, the right hand has had 
little octave work. 

The Coda of Rose Blanche is particularly bril- 
liant and stresses two chords: B Flat-D-F natural; 
and D-F Sharp-A. 

The first este of this composition should be 
played rubato and with a slight drag on the 
first two notes, 


The Jolly Cowboy and the Indian, by 
Arnold D. Scammell. 


We take it for granted that the first theme 
(F Major) represents the cowboy and the second 


(D Minor) the Indian, 

Take pains to accent the bass part in the 
D Minor section. Otherwise you will lose the 
Indian character of the rhythm. 

The main difficulties in this short piece are 
(1) to sound the sixteenth notes distinctly and 


separately; and (2) to accomplish a quick shift 
from the first finger to the fifth when playing 
—in the right hand part—the last note in meas- 
ure seven and the first note in measure eight. 

Above all, however, let the two sections of this 
piece stand out in sharp contrast. For the 1-5 
shift mentioned in the last paragraph, let the 
hand completely contract when making the 
change, 

Calando means growing softer and slower. 
Oh! Susanna, by Harl McDonald. 
[nena ae Mr, McDonald, whose 

career was briefly, sketched 


in these columns iti a previ- 
ous issue, is one of the vital 
personalities in American 
music at the present time. 
A remarkable pianist and a 
distinguished teacher, he has 
also a distinct flair for com- 
cay and in the latter 


ranch of musical activity 
his especial delight is to 
construct pianistic para- 


phrases of such old tunes as 
“Oh! Susanna.” 

Counterpoint, which is 
generally dragged into pieces, is. entirely spon- 
taneous with Mr, McDonald—and thus we find 
him, at the outseteof the present melody, writing 
a stepwige melody in contrary motion. 

This remarkable adaptation of a_ well-known 
air certainly requires a facile technic. More 
than that, it requires a very energetic perform- 
ance, 

The first eight measures constitute an admir- 
Zble introduction, 


Lullaby, by Arnold Naumann (Violin). 


The analysis of this gently lulling piece would 
be: Theme; Theme in octaves; Coda, last four- 
teen measures. 

Incidentally, the Coda is an altogether charm- 
ing one, though it is made up almost entirely 
of the following progression appearing several 
times: II; to Vz to In other words, Super- 
tonic, Dominant, Tonic. However, we are per- 
haps waxing too technical, a sin for which we 
hasten to apologize. 

The simple but effective harmonization | in 
next to the last measure is a stroke of genius, 
and is one of the many little details which serve 
to make this unusual’y attractive violin material. 
We would suggest| using the mute only for the 
Coda of this Lullaby, 

Mr. Hartmann’s compositions and arrange- 
ments for the violin are noted. In the present 
instance, as usual, he has indicated carefully the 
best fingcrings. 


Little Festival March, by N. Louise 
Wright. 


This is very easy four-hand music, but 16 is 
pleasant to play and does not make you knit 
your brows in hopeless perplexity. 

It should be made highly rhythmical. 


Hart McDonaup 


Grand Choeur (Organ) by Rollo Mait- 
land. 


For his Grand Choeur 
Mr. Maitland has selecte 
attractive, though simple, 
themes. The first is splen- 
didly straightforward, _re- 
pinciog one of some ruddy, 
frank face into which it is 
a pleasure to look; the sec- 
ond theme, in F, 
churchly and lovely. 
ter a contracted section the 
second theme reappears w'th 
a counterpoint below it, In 
this counterpoint notice the 
effectiveness of the tied- 
over note in the measure 
(Continued on page 551) 
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Days 


And a New KIMBALL 


ASTER, almost, than you realize it, their 
young lives are nearing maturity—the days 


of brightest promise. 


Their growing minds are reaching out for the 
new things—the better things. And what can 
give a fuller, more vital meaning to the coming 
days than a new Kimball piano. 


It is “‘the piano of the American home.” 


More 


Kimballs are in use today in American house- 
holds than any other piano in the world. 


KIMBALL PIANOS 


aremadeinmanystyles—grandsin period designs—also 
classic-modern, reproducing grands, uprights, and play- 
ers. There is a Kimball exactly suited to your home. 
Catalogs and our nearest dealer’saddresssenton request. 


W. W. KIMBALL COMPANY 
(Established 1857) 


Department KE, 306 South Wabash Avenue, CHICAGO, U.S.A, 


Tell your Music Loving Friends about THE 
ETUDE and ask them to give you the privi- 
lege of sending in their subscriptions. 

Ask for Catalog of Rewards for subscriptions you send. 
THE ETUDE, 1712 Chestnut St., Phila., Pa. 
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TINDALE 
Music Filing Cabinet 


Needed by every Musician, 
Music Student, Library, 
School and Convent. 


Will keep your music orderly, 
protected from damage, and 
where you can instantly 
find it. 
Send for list of 
} most popular styles 


TINDALE CABINET CO. 
49-46 Lawrence St. 
Flushing, New York 


“LESSONS ONTIME” 


by W. M. EBY, A. B., M. A., LL. B. 
SPECIAL EDITION FOR PIANO 
Guaranteed to Drill “Time” 

6 pages, price, 
Introductory Price to Teachers 
VIRTUOSO MUSIC SCHOOL, Dept. K, Buffalo, N.Y. 


into the Sigamep: 


It identifies you as one [n touch with the 


LEARN PIANO TUNING AT HOME oe 


7. 


With Our Tune- a-Phone any one who has etn hearing 
ean acquire the knack quickly. Esmay, Long Beach, Cal., 
says: ‘“‘Never dreamed you coula Yeach me to earn so 
much money. I earned $265 in ten days.’ He is just one 
of many. Write for FREE book and GUARANTEE plan. 


BRYANT SCHOOL, 92 Bryant Building, Augusta, Mich. 


By Note.or Ear. Withor without music. Short Course. 
Adult beginners taught by Mail, No teacher required. Self- 
instruction Course for Advauced Pinnists. Learn 259 styles of 
Bass, 684 Syncopated Effects, Blue Harmony, Oriental, Chime. 
Movie and Cafe Jazz, Trick Endings, Clever Breaks. Space 
Fillers, Sax Sturs, Triple Bass, Wicked Harmony, Blue Obli- 
gato and 247 other subjects, including Ear Piasing. 138 pages 
of REAL Jazz, 25,000 words. A postal brings our FREE 
special offer. 


Waterman Piano School, 1836 W. Adams St. Los Angeles, Cal. 


SCHOOL MUSIC CATALOG 


A very helpful eacsing for College Directors and 


Music Supervisors will be sent gratis upon request. 
It lists numbers for Unison; Two, Three and Four 
Part Choruses; Music for Special Occasions, Cantatas, 
Sight Reading Material, Orchestra, Collections, etc. 


THEODORE PRESSER CO. 
1712-1714 Chestnut Street, Philadelphia, Pa. 


higher idcals of art and life. 
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UNDREDS of voices have been the 


victims of improper use and imper- 

fect training. Inno branch of music 
has there been so little application of scien- 
tific knowledge as in singing. Asa prepara- 
tion, every teacher should be able to pass 
an examination on the anatomy of the 
throat and should know what the effect of 
articulation is on various organs and the 
vibrating factors. Without this knowl- 
edge, voice production is an undue risk. 
Few realize how easily a voice is strained 
by bad tuition and incorrect practice. Only 
by studying all the details of the art, with 
patience and determination, will a really 
beautiful singing voice be developed. 


Practical Training of Articulation and 
Diction 
O COMMUNICATE indirectly in 
singing what the composer meant by 
his work requires a knowledge of proper 
diction. To obtain a fluent command over 
vowels and consonants, it is necessary to 
start at the very beginning. 

First try to produce a sound from the 
chest, without the slightest pressure on the 
throat. This is of great importance. The 
right way to do it is to practice the 
exercises in the beginning with a childlike 
voice. Never hurry or strain the voice. 

The principal rule is ease. On no ac- 
count should singing be done with a con- 
tracted throat. A natural, easy position 
should be adopted, a pleasing expression 
on the face, the lips a trifle parted, show- 
ing the upper teeth slightly. 


The Vital Breath 

REATHE naturally. One of the most 

important factors in singing is breath- 
ing. By wrong breathing the voice be- 
comes dull and muffled, without timbre 
or tone color. The pupil should learn to 
fill the lungs with air and then to hold 
the breath for a second, in order to resist 
the natural tendency of compressed air to 
escape. Breath should never be mixed with 
tone. Singers also must try to avoid 
breathing by starts or jerks or to become 
exhausted. The higher the notes, the more 
breath and physical energy are required, 
on account of the greater tension of the 
vocal cords. 

The difficulty in breathing is to regulate 
the emission of breath or support the 
voice. “Spin the voice,” as the Italians 
say. Perfect control of breath is the 
secret of great singers. Deep breathing 
and relaxation of the muscles are matters 
of the gravest importance. 

The pupils should practice inhaling and 
exhaling in the following manner. Inhale 
through the nose, the right nostril by pref- 
erence: wait a second; exhale slowly and 
calmly. The student should try this with 
a lighted candle held about one foot dis- 
tant from the mouth. Inhale; count one, 
two, three—exhale. The flame of the 
candle should scarcely move. 

After some practice of this, articulate 
words such as, bean, milk, mean, green, 
seen, keen. The most determined effort 
must be made to prevent air escaping at 
the same time as the tone. Without hold- 
ing the breath for a second there will be no 
good results, the reason being that the 
voeal cords have not had time to close 
on each other, thus resisting the rush of 
air from the trachea or air passage. It is 
the lack of correct control of breath which 
makes fine singing an impossibility. But 
with careful instructions any one with a 
good speaking voice may learn to sing, 
provided there is no organic defect in any 
of the vital or respiratory organs. Polypi 
in the nose, tumors in the throat, a too 


large uvula, enlarged glands, defective 


vocal tubes or a weak chest are antag- 
onistic to singing. 


The First Step 
FTER having ascertained the sound- 
of the pupil’s constitution, the 
first step is to find the true nat- 


The Singer’s Etude 


Edited for July 
by 


LOTTI RIMMER 


It is the Ambition of THE ETUDE to Make This Voice Department 
“4 Vocalist’s Magazine Complete in Itself”’ 


True Vocal Art in Singing 
PART I 


ural pitch of his voice. A good way to do 
this is to let the pupil recite a simple piece 
of poetry where no modulation is required. 
The quality of voice in general also comes 
into consideration. For that purpose let 
the student sing on Ja, Ja, Ja, with a steady 
position of the pharynx. 


The Female Voice 

OMEN’S voices are often of a pierc- 

ing, shrill sound, which has no 
power of resonance. Occasionally tenors’ 
voices have the same defect. In this case, 
the position of. the larynx is too’ high. 
It is expedient for women to begin studies 
with clear vowels first; men with sombre 
vowels. The normal tone of the pupil 
should be lowered to 


Ex.1 


—— 


in women’s voices. The syllable Ja should 
be repeated in a moderate tempo. Later 
a few notes lower and higher may be 
added but without overstepping the register 
which changes on 


Ex.2 
Contralto voices may go down as far as 
Ex.3 


a. 


Exercises are to be practiced as shown 
here below: 
Ex.4 


Breathing 
Preparation 


al al al 
am am am 


al al al al al al 
am am am am am am 


== 


aly 6). eluisl, sal 
em em em em em 


PART II 
Smooth Tones 
O BRING FORTH a= smooth 
mellow tone, it is necessary to have 
the jaw very flexible. The attack 
of the sound must be strong, with rich 
resonance. For that purpose, exercises 
with the prefixed consonants /, », m, la, na, 
ma, al, am and the French syllables, ment, 
lan, nand, are beneficial. French pro- 


nunciation helps a great deal toward rich 
resonance and carrying power. After that 
the pupil may proceed to the clear vowels 
and diphthongs. 


mine mine miné mine 


line line line line 


Should the voice have improved, begin 
to speak and sing alternately. Practicing 
singing and speaking alternately does not 
particularly benefit men’s voices. Exer- 
cises may be extended to words containing 
several syllables as in hasard, island, high- 
land, fine, miner;,and such phrases as, 
man ‘priced; life’s strife; white diamonds; 
Mabel liked. If the preceding exercises 
have given satisfaction, the sombre vowels 
may be practiced to advantage with a pre- 
fixed consonant. 

The training of men’s voices is easier on 
account of their natural tendency to blend 
the registers; besides which the chest notes 
descend without much difficulty. The 
vowel “i” like in gift, requiring concentra- 
tion of sound, has to be avoided in the 
beginning by men; the sombre vowel “a” 
as in fall, tall, walk, talk, being much more 
suitable, 

For the sombre “a” the mouth is shaped 
broadly, the upper lips somewhat lowered, 
the tongue slightly arched at the side. An 
unpleasant sound of “a” is often due to 
a nasal articulation. To rectify this de- 
fect, the pupil should try to practice the 
exercise by closing the nostrils with the 
fingers, exercising the uvula as well as 
the low position of the back part of the 
tongue. Sing and speak with a flexible 
jaw—Ba—ta—pa—ka—ya (Italiana). The 
jaw should move easily and freely. 

English speaking people in particular 
should pay attention to this action; for 
the English language is somewhat pre- 
judiced to this movement. Breathing has 
to be practiced, by breathing through the 
nose, holding the chest high, assuming a 
smiling position of the mouth, Many be- 
ginners make the fatal mistake of breath- 
ing from the collar bone and raising the 
shoulders, a bad habit which has to be 
avoided. i 


Exercises for Developing Chest and 
Intermediate Register 


HE C BELOW the staff in the treble 
is mostly used in women’s voices, with 
the chest voice, as here. 


Ex.6 
(ae ae ee ea 


: sing speak 


too, to, time line mal time sine 
loo, lo, line fee, el mal, fine 
wee 


speak sing ~ sing : 


ta, na, too, noo, ta, may, too, noo, 
to lo, to no. ta, nine, ta, no 


—~ sing - —~ speak 3 


ool, ol, ‘owl, 


foo, ul, fowl, 1 take my leave. 


I take my leave, I 


take my leave. 
The speaking pitch should never be lower 


a (eee 


than that for singing. The 


- aly, 


be extended to words with 
as, hasard, Madras, caravan, 
The sombre vowels are prac to 
vantage with the prefixed consonant 
with chest voice and intermediate 


» ho now how,too,loo no loo now, too, | 


The developing of men’s yoices is eas! 
because the registers are more blend 
The chest voices generally descend with 
difficulty. The vowel 7 (ee) demand 
more concentrated emission of s 
therefore men do well to practice 
with syllables containing 1. 


Ex.8 


see deep sea fish, Keep sleep ead 


= 


In sea lives fish, Th 


not be expected, for any str 
seriously injure the voice. R 

to use true precaution. If the 
strong and possesses a good 
still shows crudeness and inf 
teacher should try a different 
To regulate the process o 
is most necessary. A dull, 
fled sound is dué to the 
position of the glottis, by 
fluous air escapes. To acc 
ing influence on the comfy 
pupil should sing on the yowel 
filling the lungs well with air, ho 
breath for a second before ¢ nitting 
sound. Intone the follo: example: 
with a very soft voice, 1 


ERFECTION at an early 


ies! 
R ETUDE 
Education Counts 

f(ORRECT AND TRUE vocalization 
4 often depends on general education. 
are many counties in America 
gland where certain dialects destroy 
auty of the language and diction. 
vacher should try to abolish all bad 
; in this direction, 

pronunciation is impaired by 
is causes. Often it lies in the im- 
ty of the tongue, at other times by 
Wlating incorrectly the yowels. To 
t these the following exercises should 
ione through, Exercise the lower 
the lips, the uvula, till they reach a 
‘of flexibility. Let the pupil! sing with 
ptruding tongue these syllables na, da, 
Wick succession, an energetic move- 
t of the lower jaw being indispensable 


When the Uvula Interferes 
HE UVULA which drops too low 
‘and a relaxed arch of the palate can 
fire any tone. As both actions are 
mtary, the singer must cultivate the 
bility of these organs till the action 
automatic and enables him to 
© a large space for the production of 
d which proceeds from the posterior 
of the vocal chords. 

fere an exercise which will be most 
cial to strengthening the action of 
vula, whose laxity is often the great- 
hindrance in tone production. Close 
“mouth, inhale and exhale through the 
for a few minutes, keeping the throat 
| wide horizontally. 

athing exercises: Prepare with a 
1 upper lip. Now use a slow, ener- 
; inhalation, through the open mouth, 
Wise strictly avoided and permissible 
n this instance. By such practice the 
rises, the palate is put on the stretch, 
Ming an arch, and presses back, closing 
nasal channels. The tongue has a 
position, shaped like a funnel. 

ough this general tension, and by 
the breath a few seconds, then 
the air escape gradually, the various 
ise mobile organs remain stationary. 
f now depends on the expenditure of 
th and being able to control the mobile 
to emit the sound. Let the pupil 
[ah in a precise loud tone. Practice 
n this way. Breath—preparation—sing 
, ah—pause. This is to be continued 
ck and slow time. Soon the teacher 
have the satisfaction of noticing that 
sound is disappearing. The use 
cing-glass during the lessons will 
valuable in training and shaping 
correctly. 

| pronunciations may also cling 
pil from childhood. Sometimes, 
er, it happens that a defective organ 
ent the voice from getting de- 
. Should the primary inability of 
‘the glottis properly be the only 
ereises on “i” as in gift or lift, 
od results. In the clear vowel, 
he vocal chords approach each 
‘the easiest fashion, on account of 
ow channel of the pharynx which 
superfluous air rushing through. 
ing the syllables “in” and “ing” in 
imo with the natural normal tone 


illustration, it will be seen 
he greatest capacity of sound, 


should be practiced till improvement has 
been noticed. Then exercises on e—a—o— 
u, and later double vowels may be added. 
The very last should be a (ah). Strict 
observance of checking the natural ten- 
dency to let the superfluous air escape 
at the same time as the intonation, should 
be observed. Fields were hard. Simple 
effect lasts. Evening shades fell fast. 
Peace ever charms. 
PART IV 

HE ACTUAL training of registers 

may not be commenced until the 

difficulties of the preceding chap- 
ters have been fairly conquered. The 
slightest strain would be a serious damage 


to the voice. Therefore great judgment 
and precaution should be used by the 


teacher. The development of the inter- 
mediate and chest registers is especially 
recommended. 

Illustration of the Various Registers 


Ex.10 


Medium register 


Chest “. 


* Mixed head “Pure head 
register register 
The following table of crescendos in 


phonetic power in the various registers is 
also both interesting and instructive. 
Ex.1t 


In dynamic exercises, the student has to 
be careful that the strength of each tone 


is even. Do not sing the lower stronger, 
the higher notes weaker. It is evident that 
the higher the tone, the more physical ex- 
ertion is requisite, on account of the greater 
tension of the vocal chords. The lesser 
the quantity of air ejected, the greater the 
purity of tone. One may notice, 
tutored female voices, that their speaking 
voices lie on these five notes, the e, f, g, a, 
b of the freble; which explains the fact 
that one seldom hears a recitation with a 
good resonance. 

The obscure vowels oo-a present some 
difficulty when sung with the chest register. 
Scales on /a, Ja, up and down, are recom- 
mended, gradually going on to exercises on 
obscure vowels. 

Chords on the piano as accompaniment 
support the voice considerably. The neu- 
tralization of the vowels cannot be over- 
looked. If the proper timber is absent or 
uneven, the student should try to sing on 
one note only ; then by and by the scale up 
and down. Exercises should be spoken 
on the c, below the treble staff. The tone 
should be directed towards the front, as 
near the upper teeth as possible. By prac- 
ticing these examples, the voice attains that 
flexibility and resonance which gives the 
listeners such delight in intensity and 
feeling. 


Any 
{Mi 


Iso02” Grow 


the oo the smallest. To facilitate the as- 
similation of clear and sombre vowels in 
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T IS NOT very difficult to say some- 
thing of a constructive nature about 
organ and choir music; because, per- 

haps, there is no field of musical activity 
which contains a wider range of musical 
endeavor. Even in large metropolitan 
cities we find both the poorest and the 
best. The difficulty is not to say some- 
thing which is constructive, and which 
would be helpful to those in charge of such 
matters, but rather that they, receiving 
and acknowledging such advice, would find 
themselves under limiting conditions which 
would prevent their making the desired 
improvements. In other words, church 
music has no systematic method of ad- 
ministration. In one church it may be in 
the hands of a music committee, which is 
perhaps the most general condition. It 
may be in the hands of one member of such 
a committee; or, as is frequently the case 
in the Episcopal Church, it is entirely in 
the hands of the rector, who dictates the 
musical policy of his church. 

Music, which goes hand in hand with 
religion, should be of the highest and Best 
type. It is not necessary, nor advisable, 
that either choral music or organ music 
should be above the heads of the main 
portion of the people; but it should be the 
desire of every musical director, music 
committee, or whoever is in charge, to 
do more than satisfy the whims of those 
who express them; and such a person, or 
should strive constantly to raise 


This 


persons, 
the standards in every possible way. 
is the keynote of every sermon that is 
preached from every pulpit. It has its 
moral and makes an effort to stimulate the 
minds of those who listen, endeavoring, 
thereby, to raise them mentally and spir- 
itually to a higher plane. How very in- 
therefore, it is to turn from 
such an impressive address to a piece of 
musical composition for the organ or the 
choir which might be rated as a message 
of uplift at a grade considerably lower 
than that of the sermon. In other words, 
with a literature which has developed 
through many centuries and the effort 
which Christianity makes to improve the 
minds and spirits of its worshippers, there 
should go music which is also lofty and 
inspiring, not merely pleasing and “catchy” 
for the ear. 


congruous, 


When the Church Led 


N THE EARLIEST centuries, the 

church was the leader in musical mat- 
ters; and the early church fathers nurtured 
carefully the art of music long before 
there was any effort at what we term secu-_ 
lar music or secular performances. “But 
in the later history of the church, secular 
music has outgrown, in efficiency of per- 
formance and general interest to the pub- 
lic, the music of the church. The mainte- 
nance of large symphony orchestras in 
nearly every large city, the broadcasting of 
fine singers over the radio, together with 
operatic and other concert performances, 
the use of the talking machine in repro- 
ducing the work ‘Of excellent artists; all 
have helped to educate the general public 
mind far beyond any point reached in 
years gone by. The average music lover 
who has had the privilege of being edu- 
cated in this manner is certainly not con- 
tent to go to a religious service and there 
be obliged to listen to music which is weak 
in many respects. This is one of the 
essential difficulties with church attend- 
ance at the present time. 

The whole tendency of the time seems to 
point to the desirability of having a good 
chorus choir. If good solo voices can be 
maintained in addition, of course, they 
are quite desirable; but the first essential 
is the chorus, be it volunteer or paid. The 
excellence of chorus singing has been 
demonstrated in the past few years by a 
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number of splendid bodies, so that it really 
needs no further proof of its right for 
musical existence. Further, there is an 
appeal in group singing which far exceeds 
that of the individual artist, with whom it 
is too often a case of personal glorification. 

A solo quartet as the sole means of 
giving music in a church is not an ideal 
arrangement, no matter how excellent the 
voices may be, as there is but little con- 
trast between the solo and ensemble effect. 
Further, it is generally very difficult to 
get four voices which will blend well. 
There are also many limitations in the kind 
of music which may be given with four 
voices. Many very fine anthems are writ- 
ten in eight or six parts, or with a male 
chorus, or with a female chorus; and such 
arrangements are out of the question with 
a solo quartet. 

The first essential, therefore, in church 
music is as good a chorus as can be main- 
tained, and it should be the object of every 
choirmaster to establish such a chorus and 
to work for its success. The solo quartet 
is an easier way of producing music, but 
cannot possibly compare with the efforts 
of a well trained chorus, even though this 
be semi-volunteer or volunteer. It is not 
as difficult to obtain a chorus as it would 
seem, for there are generally persons in a 
parish, or, if not in the parish, in the com- 
munity, who are willing to join such a 
movement; and once the organist has de- 
veloped this idea to any extent, he will 
find that he has more applicants. The 
first thing to do with a chorus, then, is 
simply to go ahead: and organize it. 


The Conductor 

HE SECOND matter has to do with 

the person conducting the music in 
the church. There are two phases of this. 
The one is the person who does this work, 
and the other is the attitude of the church 
towards him and the music in general. 
One of the great set-backs in church music 
at the present time is the fact that the 
church will not pay large enough salaries 
to secure the services of competent musi- 
cians for this work. 

There has recently been considerable ac- 
tivity about this matter, and a committee 
made certain recommendations to the end 
that the organist’s salary should be two- 
fifths of that of the pastor. -In order to 
maintain its music on a plane equal to that 
of the secular world, the church has to ac- 


cept existing conditions; and church music 
never will attain the standard it should 
until this situation is definitely met. The 
other phase of this, however, has to do 
with the church musician. The slogan for 
him is to do the best he can with what he 
has, and to endeavor to reach out musically 
all that he can. Hardly anyone goes into 
musical work who does not have ideals. 
At the present time, musicians in gen- 
eral are paid very poorly compared with 
other professions. The public owes a great 
deal to the musicians at large who com- 
pose and perform music for them. Whilé 
the individual may never attain his ideals, 
he should at least strive for them, and with 
this in mind, should work to develop the 
music in his particular church as far as is 
within his power. These two matters are 
practically opposed, but it is certain that 
a general increase in salaries of church 
musicians will never come about if church 
music is poor. This seems to be the second 
important point in improving church music. 
The third has to do with the training 
musically of the clergy. This is being 
done to a larger degree now than for- 
merly, but particularly in the Episcopal 
Church it is not advisable to entrust the 
music of the church to one who has had 
but little experience with music and has 
but a small musical taste. It is impossible 
in this matter to generalize, as nearly 
every church or denomination has its own 
method of handling its music; but the three 
points mentioned above are important, no 
matter what the conditions may be. 


The Organ and the Service 

HE FOURTH matter has to do with 

the organ part in the service. Years 
ago churches were the only buildings that 
held large organs, and organ recitals were 
rather a rare treat; but in these days the 
organ has come to be a very common in- 
strument, and we find some of the best 
organs, likewise the largest, in the moving 
picture houses, public halls, stores and 
theaters. Many of the best performers on 
the organ have gone into the secular field 
of musical activity, and the public has 
been accustomed to hearing organ playing 
almost to the same degree as piano playing. 
The consequence is that an organ recital, 
unless given by a great musician, has 
but little drawing power these days. How- 
ever, the combination of organ and choral 


singing still has a vital interest, and it is : 


Prerequisites for Prospective. Organ Students 


By Charles Knetzger 


’ 


Orcan students who are inclined to 
begin the study of the organ without suffi- 
cient preparation should remember that 
they ought first to have: 

1. Two years (at least) of thorough 
training in piano playing. 

2. A clear understanding of the funda- 
mentals of music regards notation, rhythm 
and harmony, 

3. A thorough acquaintance with major 
and minor scales and cadences as well as 


major and minor triads and chords of 
the dominant seventh. 

4. The ability to sing at sight music of 
a medium grade of difficulty. 

5. The ability to harmonize simple mel- 
odies. 

6. A good legato touch. 

7. A knowledge of the basic rules of 
fingering the scales, chords and arpeggios. 

8. An agreeable voice which will not be 
confusing either to choir or congregation. 
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self with the facts. Church music has been 
improving slowly for some time past, due 
to the influence of the secular field; and 
while the church music in general is yet 
far in the rear, nevertheless its influence 
has been felt. Undoubtedly it will con- 


tinue to improve, although perhaps slowly; 
but the great essential is to have men in 
this work who are thoroughly prepared 
for it, students desirous of producing the 
best, and in return for this a compensation 
which is worthy of the service they give. 


The Value of Orchestral Scores to the Organist 


VERY ORGANIST should make a 

study of orchestral scores and col- 

lect a library of these, particularly 
those of the principal choral works. The 
musical advancement which comes from 
the ability to read orchestral scores is of 
great value. The fact that many of the 
anthems that are sung.in church are taken 
from oratorios and larger works which 
are scored for orchestras makes it im- 
perative that the organist should be able 
to read and understand these in their 
original form, because, unfortunately, 
many of the arrangements for piano ac- 
companiment are inadequately made and 
do not interpret the real effect of the 
orchestral scoring. It is therefore often 
advantageous to see and know the original 
form in order to make a better adaptation, 
especially for the organ. 

Unfortunately, the larger number of ac- 
companiments of church music, particu- 
larly those from the orchestral works, are 
made for piano, and the organist has to 
adapt these one way or another for the or- 
gan. I have often Heard accompaniments 
played as written, and in most cases they 
were immeasurably bad on the organ, 
which is primarily a sustaining instrument. 


Transcribing an Accompaniment 

AKE, FOR EXAMPLE, the opening 

chorus of Mendelssohn’s “Christus.” 
The accompaniment for “There Shall a 
Star,” adapted from the orchestral score, 
gives a movement in triplets on the piano, 
This transcription for the organ is im- 
possible, and if played as written, would 
sound very badly. It is necessary to make 
a complete rearrangement of this thing in 
order to make it sound well on the organ. 
The strings in the orchestral accompani- 
ment play in triplets, but the effect is one 


_of legato movement, which effect cannot be 


transcribed on the piano or the organ ex- 
actly. The same thing is true of hundreds 


of other choruses adapted for keyboard 
accompaniment. 

The organist will also find a great ad- 
vantage in possessing such scores when he 
comes to play organ arrangements from 
orchestral pieces such as “Finlandia,” the 
“Prelude to Tristan,” or the “Prelude to 
Parsifal.” Frequently the transcriber 
takes unusual and often unjust liberties in 
making such arrangements. 


Musicianship Demanded 


WASTER ALL, there is perhaps no field 
of musical endeavor which requires 
so much general musicianship for success 
as conducting a choir and playing an organ 
in church. The organist should endeavor 
to broaden himself in every possible way. 
For this work he needs a thorough under- 
standing of harmony, of counterpoint and 
of keyboard harmony. Some organists 
are naturally gifted as improvisers, but 
the average organist has to study his the- 
ory and develop himself and all this mate- 
rial is invaluable in this respect. 

It is excellent experience to take an ordi- 
nary anthem and score it for strings and 
organ, or even a small orchestra, when any 
festival performances are to be given. 
There is a lack of material prepared for 
small instrumentation, and the only way 
such pieces can be given is to prepare them 
especially. 

Outside of a very few full orchestral 
performances of religious works, the ma- 
jority of them are given with organ, and 
perhaps a few strings and harp. The use 
of even a few strings makes a very im- 
pressive addition to the organ accompani- 
ment, and there are a number of works 
which can be given in this form. The 
trouble with a great many students of the 
organ is that they are too much interested 
merely in the playing of their instrument, 
whereas a broader musicianship is needed 
in this field. 


: Are Organ Mixtures Constructed Properly 


By J. E. Pasquet 
Organist and Director, Prytania Street Presbyterian Church, New Orleans, La. 


It has been several months since we have 
had a good hot argument in the columns of 
The Diapason on organ building and other 
matters and I am wondering if our good 
friends have run out of ammunition. Mr. 
Lemare has been strangely silent for almost 
a half year and I hope his exertions in re- 
futing the arguments of the duplexers have 
not left him with the writer’s cramp. 

Here’s hoping that I can start up another 
first-class fight. I submit that there is not 
a single organ builder in the world (to my 
knowledge) who builds mixtures properly. 
This is a pretty big statement and I am 
looking for Ernest M. Skinner to jump 
on me with both feet. While I admit 
there are several builders who know how 
to create an artistic mixture, they are all 
entirely wrong, to my way of thinking, in 
their mechanical treatment of this stop. 

A properly designed mixture is with- 
out a doubt one of the most valuable stops 
in any organ but who has ever heard a mix- 
ture that did not squeak like a stuck pig 
when the super-octave coupler was used? 
I submit the following proposition: That 
all mixtures should be placed on separate 
chests and that they should be operative 
only at 8-foot pitch. In other words, they 


should not be affected by any super or sub- 
octave couplers, either manual to manual 
or on the same manual. 

The function of a mixture is not to 
make a lot of noise, but to supply the har- 
monics that are lacking in stops that pro- 
duce fundamental tone with little or no 
overtones. I agree with Audsley that the 
mixtures should be voiced so that they may 
be used with a single stop in their depart- 
ment, and as an example cite the swell 
organ dulciana mixture in my own organ, 
which I use with the 8-foot stopped dia- 
pason, a soft one at that, with excellent 
effect. Any organist who wants to try a 
good effect, if he has a very soft swell mix- 
ture, should try this combination in play- 
ing the Saint-Saens “My Soul Doth Mag- 


nify” and the results will be very pleasing + 


indeed. It is the nearest approach to a real 
harp that I have been. able to make. And 
while this mixture is soft enough to use 
with the stopped diapason alone, it also 
supplies quite enough mixture to handle the 
other twenty-seven stops of my full organ. 

I would like to hear some comment on 
this proposition and to be informed if there 
is any organ builder who handles his mix- 
tures in the manner I have outlined.—T HE 
Diapason. 
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Organ and Choir Questions Answer ed 


By HENRY S. FRY ; 


Former President of the National Association of Organists, Dean of the Poke bash 
Chapter of the A. G. O. 


N. B.—No questions will be answered in THe Erupge udless aecom 
Only initials, or psendonym given, will 


name and address of the inquirer. 


Q. Will you please tell me the best method 
for seating a choir (soprano, alto, tenor and 
bass) to secure best results? If the instru- 
ment to be used is a piano, where would you 
advise its being placed 7—G. O. M. 

A. If the choir consists of only four 
voices, place them in the following order— 
left to right: 

Tenor Soprano Alto Bass 

If you have a chorus choir the arrange- 
ment would depend on your accommodations 
for seating. In a choir facing the congrega- 
tion we would suggest sopranos and tenors 
on the left (sopranos in front), altos and 
basses on the right (altos in front). 

Place your piano where it can be heard 
to best advantage by your choir. 


. In playing a hymn-tune is it best to 
play right through, or to pause at each 
double bar, or at the end of each line?, 
I think it is proper to pause @ little to get 
breath.—E. A. B. 

A. The rhythm of the hymn-tune should 
be unbroken unless a pause is indicated. 
The time required for breathing should be 
taken from the last note of the phrase, 
that is, the last note should be shortened 
to allow time for breathing. Otherwise the 
attack on the first note of the following 
phrase will be late. It is impossible to hold 
the last note of the phrase for its full value 
if a breath is to be taken and the next 
note follow with unbroken rhythm. In 
chorales pauses are frequently made on the 
last notes of the phrase. 


Q. We stopped the Etude with the De- 
cember, 1926, issue, but find we just want 
it to continue. Can you supply the January 
and February issues and send them along 
with the March issue? I have a son who 
graduated organ major from the Con- 
servatory of Music, June, 1926, having taken 
the full four years’ course and having given 
a very satisfactory recital, the program of 
which I enclose. But he obtained no position 
because, for all college and church organists, 
an experienced man was preferred. (He has 
had considerable experience playing in mov- 
ing picture houses, but, with his qualifica- 
tions, he wanted more serious work at the 
organ.) Not getting what he wanted he 
returned to and is now taking his 
Master’s degree. He has a church position 
near there and piano pupils, thus hoping to 
get what experience his limited time from 
study will allow him. How shall a gease 
man go about getting a proper start for 
successful RT under such disqouraging 
circumstances? Perhaps your organ depart- 
ment has some solution for cases of this 
kind.—_-F. BE. C 

A. Your son’s experience probably is not 
unusual, and our advice would be that he 
continue in his present position and teach- 
ing until it is necessary for him to relinquish 
the work because of the termination of his 
studies, or until a better post is offered him. 
He will be gaining what is required in the 
better positions—experience. The program 
you enclosed (if well played) indicates high 
attainments so far as organ playing is con- 
cerned, but much more is required to fill an 
important church or college post. If he has 
opportunity to sit under some experienced 
eonductor or choirmaster, either as a singing 
member of a Choral Society or as a listener 
at choir rehearsal, it might be of much help 
to him in his work as a choirmaster, which 
in the better positions is combined with the 
organist’s post. This will give him ideas 
as to the technic of the work and at the 
same time familiarize him with choir reper- 
toire and so forth. Caution him against 
discouragement, as most of us do not find 
just what we should like at the outset of 
our careers, and we must expect gradual 
increase in success as we gradually increase 
in ability. It is also advisable for him to 
promote social intercourse both with fellow 
musicians and with non-professional musi- 
cians, aS a wide acquaintance, with the con- 
sequent widened knowledge of the character 
of his work, may be of much advantage to 

m. 


- Will you please describe (1) Homo- 
phonie Music (2) Polyphonic Music.—J. R. T. 

Bove (4) Homophonic Music. We quote 
from Elson’s “Music Dietionary,” “Unison; 
two or more voices singing in unison. In 
modern music, a ‘style in which one melody 
or part, supported to a greater or less extent 
by chords (an accompanicd melody) predom- 
inates. It is the opposite of polyphony, in 
which different melodies are heard simul- 
taneously.’ 

(2) Polyphonie Musie. From the same 
source we quote “Polyphonic music is many 
voiced or plural voiced music, and is formed 
of two or more melodies going on simul- 
taneously. This is contrapuntal musie which 
had its origin about the year 1200 and 
was developed into a seience by the earl 
Flemish composers, in the fourteenth, fif- 
teenth and sixteenth centuries. It p 
eg Sotige music by mend centuries, for 
the first attempt at a method of Lear 3 
construction was printed in 1722 
Rameau), and the first practical method 
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‘ Sebess 
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a Lo peep by Catel, was ras published 
1790. Homophonie music 
i that is, music of ‘inerent paren 
however, are blended into a 
Such music, represented by the ern 
monic progressions, is not two hund 
old. Some writers make no diatinet 
tween the words monophonic and homophos 
but the definition above given will ne 
theless be clearly grasped by the stud 
and the necessity of a distinction b 
the two schools understood.  Homeop 
music is single sounding, that is, mel 
passages given in unison. For countless ¢ 
the world was satisfied with this species 
music, the division of music ndred. years 
searcely more than seven hundr 
It is probable that all the mu of 
ancient world was monophonic, alth 
there are some indications that the 
yreeks employed a drone bass occas 
and called it Sumphonia.” 


to write t 


Q. Iam taking the libert 
as arisen — 


about a question which 
cerning the use of the organ. Nw 
people claim that it hurts the organ to 
on it when it has been standing in a 
heated room. Others have said that 
not hurt it to play on it when it ts 
Our church is not Posed at all du 
week. Docs this affect the organ? The 
been so much controversy Olneriia 
situation that I felt that I could find on 
exact condition from you.—D. C. P. 

A. We have never heard that any 
is done to an organ by ple 2 it when 
cold. Changes in temperature affect 
tuning of an organ, and Pieper are 
better for the instrument if the auditori 
which it is located is kept at all tin 
near the same temperature as is pos 
No doubt, however, there are hundre 
churches throughout the country th 
not heated during the week. 


Q. Will you please answer the fol 
questions? 

(1) Where is “The Diapason” publi: 
Is there a more helpful organ magazine 
beginner? 

(2) Please name @ good registration 
supplement or to follow Nevin’s Primer. 
(3) Will you please tell me where I 
information concerning the nature of 
amination for Fellowship in The Ame 
Guild of Organists; also information 
The National Association of Org 
(4) Is there a book that 
psychological lines, explaint 
maximum out of organ p ce? 

Perhaps I can begin to study orche 
now rather than another registration 
in conjunction with one, have st 
Bach “Inventions,” but rather a 
ago. Polyphonic pleying: seems 
me. Please advise,—M 
The Nations [asseetet : the feta ists | 

e National Association 
lished by S. E. Gruenstein, Kit Ae eink: 
cago, Ilinois. Other organ ma zines f 
“The American Organist,” —_ shed b; 
Buhrman, New York, and Seg News 
Review,” the official organ of Th 
Guild of Ceneee published by th 
Gray Co., New York. We take i fon 
that you are familiar with the one 
ment of Top Erups. The first tw 
named deal more specifically with mat 
taining to organs and nists, 
named later being of a more 
For additional study of 
gest “Organ Registration,” by 
Truette, also “Organ Stops and 
Registration,’ by Dr. George A. A 2 
latter work, however, is more of | a d 
of Organ Stops than a a 
You might also find bis 
cribing for the Organ,” 
lor information in reference to a 


Examination of The Ame 
ganists, address Frank Wrigh' 

Grace Court, Brookivay — 

no candidate can take th 

tion without having first Boge yee the - 
ship Examination, details 

be had from Mr. Wright. s 

For information in reference to : 
tional Association of OQ 
President, Mr. Reginald ve 7 Al 
tional headquarters, care of The 
Auditorium, New York x 
; sd tig not aware any work alo 
ogica hes covering organ c 
study of Orchestration wonld eee 
you in connection with 
registration. The foll BS 
treating on the subject 

“Orchestration,” Gectl 

“The Orchestra and How te 
FP. Corder. 

“Treatise on Modern 
Orchestration,” Heetor B 

“A Practical Guide t 
tra.” James Lyon, 

(The last named book 
tended as a guide to 
orchestral instruments.) 

Polyphonic playing is 4 
reason you should be 
playing in connection with 


Musical Pointers 


for 


Musical Parents 


Conducted by 
MARGARET WHEELER ROSS 


—No questions will be answered in Tar Etups unless accompanied by the full namé 


ess of the inquirer. 


AST MONTH we devoted our space 
to a discussion of the value and 
Civilizing influence of music study 
restless, over-active boy, turned 
® from the discipline of the school- 

for the vacation period. 

following communication received 
m Miss Olive Delahaye, of Ottawa, 
da, is interesting and pertinent to our 
ssion, and the comments from this 
ig lady upon the father’s unreasonable 
ion and his lack of foresight may be 
to other parents. 


eh 


tab 


hould a Boy Join a Dance Orchestra ? 
#1 had to live my life over again, I’d 
let either of my sons have music 
or touch a musical instrument,” 
he startling statement which a busi- 
an made to my sister the other day, 
ere was such bitterness in his tone 
she was astonished. 
it why?” she asked. 
’ you know what it has done to 
” questioned the merchant. “There I 
a splendid business for Jack to 
, but he will have nothing to do 
and when I offered to send him 
ege, he refused to go. All he wants 
is to play in the orchestra to which 
mgs, at nights, and to sleep all day. 
ow when he is only seventeen he 
to be earning big money, but what 
of him later on? He'll never 
great musician. He isn’t fond enough 
tudy. No! If I had to live over 
Vd leave music to the girls.” 
is conversation set me thinking. It 
ossible to agree with Mr. Blank’s 
- conclusions, but, on the other 
one could deny that Jack had en- 
blind alley and that his promising 
were being ruined by the glamor 
aying inadance orchestra. There had 
time, five years before, when Jack 
d on the way to becoming a musi- 
; as a friend described him, he 
ly a “jazz hound.” 
had really studied music in the 
e of the word, instead of join- 
1 school orchestra which played 
1¢ would not have acquired in the 
ive period of his life a taste for 
expense of his appreciation of 
of the great composers. If he 
fen kept at his music lessons, in- 
Mf being permitted to earn easy 
Waste on amusements, at seven- 
t would be able to discriminate be- 
© good and the bad, and then, if 
on a musical career, he would 
al career as a teacher, organ- 
pianist. 
Pa ae 
mication is enlightening in 
ms. First, it is informing 
us who have presumed that 
hour is peculiarly native to 
States ‘ 


be enlightening to us to 
e love and pursuit of jazz 
“cause of keeping a young 
siness and away from col- 


Decome 


this gentleman's argument, 


Only initials, or pscudonym given, 


en you write to our advertisers always mention THE ETUDE. 


will. be published. 


however, I find it the same old flimsy, 
worn-out article that every prejudiced 
father presents. I have never yet been 
able to convince a parent that a boy’s 
musical ability actually influenced his 
money-earning power. Many men with 
pronounced musical ability make money, 
many with none at all do the same. 

This gentleman admits his son is not 
studious. This, then, is why he refuses to 
go to college. If every boy who refused 
to go to college were a musician, the musi- 
cal millennium for America would indeed 


be here. If this boy is not studious, I 
agree with the father that he will not 
make an accomplished musician, for it 


takes the highest intelligence, coupled with 
great industry, to make a skilled and suc- 
cessful musician. 

It seems to me that this father shoula 
thank his lucky stars that his son became 
interested in orchestra work, where, at 
least temporarily, he has an income, and, 
more to the point, an occupation that taxes 
his energy, tires him out, and prevents 
him from doing things far worse. A boy 
who is admittedly “not studious,” and with 
no love for business, might be loafing 
around pool halls, or more questionable 
places, contracting bad habits and ruining 
himself physically. He is yet young, and 
will doubtless find himself in time if 
patience and wisdom are exercised in his 
management. 

His father, however, must rid himself 
of this fallacy that music has anything 
to do with his dislike of study, or his in- 
difference towards a business career. Had 
it not been music, with such a boy, it 
would have been something else. This 
father is, possibly, the strong masculine 
type, devoted to business, and concerned 
with little else—one who has left the men- 
tal and moral training of his children en- 
tirely to his wife. Such men usually se- 
lect the delicate, dainty, “clinging vine” 
feminine woman for a life’s partner, and, 
in the natural law of heredity, the sons 
of such a.union will resemble the mother. 
It is not often that the sons of big busi- 
ness men walk in the footsteps of their 
father. 

Like Father Like Son ? 

CCORDING TO recent press dis- 

patches, Roger Kahn, son of Otto 
Kahn, leads a jazz orchestra in his own 
night club. Gerald M. Warberg, son of 
Felix M. Warberg, will become a profes- 
sional ’cellist. 

Arthur Brisbane, in commenting upon 
the career of young Kahn, recently said: 
“If you have it in you to make money, you 
make money. Young Roger Kahn, son of 
an able financial father, took to music. 
People said, ‘too bad, he might have made 
himself a rich man.’ But wait! Now he 
is organizing to distribute _innumerable 
jazz bands to bring in an income of 
three million a year, and young Mr. Kahn 
expects to have one million a year profit. 
That isn’t much in these days, but it will 
do for a start.” 

So, you see, if you have it in you to 
make money, you make money, despite 
musical ability. 


Music Teachers Need This New 
Pendulum’ Appointment Book 
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It’s different, attractive and practical. It pro- 
vides a properly arranged register for the day’s 
appointments. 


There is a page for each day, divided into quarter-hour 
periods. Each page is headed with the day, with a space 
for filling in the date, so that the book may be placed in 
use at any time and used up completely without waste. 
Following each week is a blank page for miscellaneous 
memoranda, and there is a special ruled section for tele- 
phone listings. The ‘“‘Pendulum” is convenient in size— 
5”x614"x34” thick. The durable cover of fancy grained 
leatherette is artistically stamped in gold, and the beauty 
of this book is further enhanced by a handy cellulod 
marker attached with a silk ribbon. 


The ‘‘Pendulum” will save you time and con- 
fusion, If your dealer does not have this new 
book on hand, send us $1.50 for a copy, postpaid. 


THE PROFESSIONAL PRESS, Inc., 17 N. Wabash Avenue, CHICAGO 
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Theodore Presser Co. 


Harmony Book for Beginners 
[Winrar | 


Brief, Simple, Vital, Practical, New and Distinctive 


AN By PRESTON WARE OREM 


IMMEDIATE 
Price $1.25 


SUCCESS 


Lays a strong foundation for future musicianship by giving the main 
essentials of the subject in such simple, understandable and interesting manner that 
it will prove invaluable in the class or for self-help work. 


Read this letter from JOHN PHILIP SOUSA, Famous Composer and Conductor: 

- The system adopted in your Harmony Book is admirably adapted |for the 
student who requires an instruction book that is “as plain as a pike.” The text 
is so lucid that he “who runs may read”’—a decided virtue in any text book. 
I congratulate you on your work and commend it to the student of harmony. 


Philadelphia, Pa. 


SHEET MUSIC 
MUSIC BOOKS 
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AT LAST—FOR ONLY - 


$ 15.00 
The Neely 4-Octave Keyboard With INDIVIDUAL KEY-ACTION ee 


Standard size keys; standard dip; piano 
touch. A portable silent keyboard with 
handle for carrying and a folding music rack 
inside the case. About the size of a violin 
case; finely finished; weight, 7 lbs. A real 
aid to class teaching and the lowest-priced 
high - quality keyboard available for 
practice work. 

Sent on Approval; Guaranteed 

for Five (5) Years 


FORSE MFG. CO. 


700 Long Street, Anderson, Indiana 


SUMMY’S CORNER 


A New and Unique Instruction Book for Young Piano Students 


MIDDLE C AND ITS NEAR NEIGHBORS 
by Elizabeth Blackburn Martin, Price, 60c 


In this interesting book is presented the study of early fundamental ‘probleme 
evolved from activities centered around Middle C. Notes are introduced by their relative 
position—or, as the title suggests, by their “neighborly” relation to Middle C. 

Playing on the piano is begun at once, naturally involving rhythm, note values, inter- 
vals, tone, touch, “key signatures, simple phrasing, etc.—the study of each properly 
introduced as its need arises. Attractive words, supplied with each little piece, assist 
in defining the rhythm and suggesting the melody line. Finger exercises, covering early 
fundamental principles, are interspersed. 

The book is beautifully illustrated throughout. 


ROBERT J. RING, the author of ‘‘LITTLE HANON,”’ gives another 
important work entitled 


EXERCISES FOR HAND EXPANSION 
Summy “‘Edition’’ No. 125, Price, $1.00 


Exercises, that if used carefully, will assuredly increase the span of any hand to a 
tala pt degree. 
, Adaptable to all types of hands and as applicable in the advanced as in the lower 
grades, 
A feature of the book is the provision for the necessary relaxation of the muscles 
following the tension and strain of each expansion exercise. 


MUSIC NOTE GAME, by Louise Stuart Holman 


Is a desirable recreation that promotes accuracy in sight reading. Price 60 cents. 
SEND FOR CIRCULAR 


CLAYTON F. SUMMY CoO., Publishers 
429 South Wabash Avenue Chicago, II. 


It identifies you as one in touch with the higher ideals of art and hife. 
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IOLIN LESSONS, when the teacher 
is a man of skill and reputation, are 
high priced, and it is to the great 

interest of the pupil to make every minute 
of the lesson count, both from a financial 
as well as an educational standpoint. The 
truth of the matter is, however, that not 
one pupil out of a dozen, especially during 
the first two or three years of violin study, 
gets the full value out of his lessons and 
this is not through any fault ef his teach- 
er’s but entirely through his own neg- 
ligence. 

A few hints which will enable the pupil 
to get the fullest value from his lesson 
hour will no doubt be of interest and show 
him how he has been losing valuable time 
in many ways in the past. 

Be punctual. Make it a point to arrive 
at the studio five or ten minutes ahead of 
time so that you will be ready to start 
right on the dot, or a little before, if there 
is no pupil playing when you arrive. You 
will often gain five or. ten minutes extra 
instruction in this manner if your teacher 


is good natured and starts the lesson a little 


ahead of time. 

But when you come early do not put 
your violin case and music satchel in a 
corner and read a magazine. Get your 
music out and unfold it, so that it will lie 
perfectly flat on the music stand. Have it 
opened to the right page. Get your violin 
out and run your fingers over the strings to 
warm them. Screw up your bow and rosin 
it if necessary. Then, the instant your 
teacher calls you, you will be ready to play. 

It is most important, especially in cold 
weather, to take your violin out as soon 
as you arrive so that the strings will get 
accustomed to the warm atmosphere of 
the studio. Otherwise your lesson will be 
delayed and shortened by repeated tunings. 

Some pupils invariably neglect these de- 
tails with a consequent loss of ten minutes 
caused by the delay of getting started and 
frequent stops for tuning. If you take half 
hour lessons and pay three dollars each 
for them, a ten minute delay will mean a 
cash loss of one dollar each lesson. What 
is worse, you will lose the means of pro- 
gress which this ten minutes would have 
given you. 

Do not take time during the lesson to 
rosin your bow. It is entirely unnecessary. 
You can rosin your bow at home before 
you start or at the studio before it is 
time for your lesson. 

Do not appear at the lesson with the 
wrong exercise book or the wrong piece, 
or with only part of your music—the violin 
or piano parts to your pieces missing. This 
often spoils your lesson. For the parts 
you have forgotten probably have had the 
fingering and bowing marked by your 
teacher. Then, even if he has other copies 
of the music that are unmarked, you cannot 
do them justice. 


Carefully Kept Music 

O NOT let your music get ragged and 

soiled, and do not get the pages mixed 
up or lose some of them. Fix up your 
music in an orderly condition with library 
paste and mending tape. It will save time 
and you will gain the respect of your 
teacher thereby. 

If the teacher skips pages in assigning 
technical studies, write the numbers of the 
exercises assigned on the fly-leaf at the 
front of the book and later memorize them 
so that you can find them at a minute’s 
notice. Your teacher gets a very bad im- 
pression if you spend two or three min- 
utes trying to find your exercise. The 
natural inference is that you either have 
not practiced it or have practiced the wrong 
one. ; 

Do not make a repairman out of your 
_ teacher, asking him to cut down your 
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much more valuable than his time as a 
workman. Take all your instrument trou- 
bles to a competent repairer. 

Do not risk having your strings break 
during the lesson period. Look them 
over carefully before you start. If a 
string is ragged and about to break, put 
on a new one. Carefulness in this regard 
will prevent a whole train of ‘ills. For 
one thing, it takes quite a little time for 
you to get the proper length of string 
from your case and for you or your teach- 
er to put it on. If the string proves 
false, it must be taken off and another 
one put on. After the new string is on 
it will keep stretching more or less during 
the entire half hour lesson, thus leading 
to the delay of frequent tunings. 

Above everything else, do not be guilty 
of the “country fiddler” habit of letting 
all your strings down every day after you 
are through playing, with the idea of 
saving a few cents. Nothing is more 
annoying to a teacher than to have a pupil 
hand him a violin to tune, which has all 
its strings down and flapping loose around 
the fingerboard (at the same time volun- 
teering the information that mother or 
father or Aunt Sue said to let the strings 
down after playing to prevent their break- 
ing during the night). When the strings 
of a violin are continually let down, the 
violin will never stand in tune more than 
a few minutes at a time after it has been 
tuned. -A lesson wherein the pupil brings a 
violin of that description degenerates into 
a tuning match. 

Keep your violin in good repair with 
the pegs well: adjusted, the fingerboard 
kept’ free of creases under the strings, 
the bridge perpendicular, the strings in 
good order and the bow well rehaired 
and properly rosined. Neglect in keeping 
your tools in perfect order spells delay 
during the lesson hour. 


“Small’” Talk at Lessons 

1)° NOT indulge in useless conversation 

but keep your mind closely concen- 
trated on your lesson. Your teacher ap- 
preciates close attention. After the lesson 
is over do not linger at the studio talking 
to your teacher if he has no lesson imme- 
diately following yours. He is a busy man 
and cannot afford to spend a quarter of an 
hour talking to you on a subject of no 
interest to himself. 


Pay your bills promptly whether you 
pay by the lesson, month or quarter. 
Teachers are human. It is hard for them 
to take interest in a slow-paying. pupil. 
It is the good-paying pupils who get the 
extra time and the extra favors. 

Do not continually miss lessons, as so 
many pupils do. You cannot possibly make 
good progress unless you have regular 
instruction. If you have to miss a lesson, 
arrange to make it up at another time or 
else pay for it. If you are constantly miss- 
ing lessons for which you do not pay, 
your teacher feels that he is being im- 
posed on and loses interest in you. 

Do not beg for a piece or exercise which 
your teacher considers too difficult for you 
at the present time. He may grant your 
request to the great injury of your prog- 
ress. Trust your teacher: take what he 
gives you; do not argue the matter. If 
you lose confidence in him, change teach- 
ers; but, while you are uniee his EEarES 
ahow orders like a good soldier. 


Get a good violin if you can, with a 


tone of sympathetic quality. It is torture 
to your teacher, with his sensitive ear, to 
listen to a five dollar fiddle with a rasping 
tone. He will dislike seeing you come in 
the studio door with such an instrument. 
In such a state of mind he cannot possibly 
give you a good lesson. 

It is an excellent plan to keep a little 
note book in which you can jot down 
questions which puzzle you concerning your 
violin playing. 

Get some good works on violin playing 
and study them at home. This will make 
you intelligent in matters pertaining to 
the violin and violin playing and will save 
your teacher the trouble of explaining 
things which you can learn for yourself 
from the books. It would take two hun- 
dred dollars’ worth of the teacher’s time 
to tell you facts which you can get your- 
self from a book costing only a dollar 
or so. ; 

Read good musical magazines and go to 
concerts. Buy a radio and phonograph, 
if you can afford it, and some records by 
the great violinists of today. Keep abreast 
of the times. Become musically intelligent. 
This will all help you to get the most 
out of your lessons. Remember that if you 
are making twice the progress of another 
pupil, you are getting your. lessons at half 
price compared to him. 


Col Legno 


———_ 


By Robert Braine 


READER of the Ervupe writes to 
A inquire the meaning of the words, 

Col Legno, when placed over a pas- 
sage of violin music. The words are Italian 
and mean ‘“‘with the wood,” or “with the 
stick.” 

No instrument is capable of as many 
novel and bizarre effects as the violin, 
and this is one of them. “Playing with 
the stick,” means that the player is to 
strike the strings with the stick of the 
bow instead of the hair. We have all seen 
guitarists “drum” on the strings of the 
guitar by striking them with the thumb 


instead of plucking them with the fingers, 
giving an entirely different effect. 

In the same manner when we “drum” 
on the strings of the violin with the stick 
of the bow, a novel effect is produced, 
differing entirely from effects when the 
hair is used, or even from the ordinary 
Pizzicato which it slightly resembles. 

When “col legno” passages are played, 
the bow is either held upside down with 


the stick towards the strings instead of the 


hair, or else with the fingers grasping 
bow in the usual way but with the w 


HE SOUNDS © 

“drumming” 
strings is not loud, $0 : 
ment must be very soft 
be heard. Passages o 
either in single notes Ber } 
more effective in ¢ 
the faint tone which 
when struck wi 
used in orchestra and ir 

Leonard, the French 


the Serenade of the 

his “Scénes Humoristi 
piano. In this composit 
ment. of chords played 
to the solo violin, while 
the melody. A measure 
the composition follows: 
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ges USE of the a 


principally as a novelty. 


a great effect on a 

little about violin technic — 
to exaggerate its difficulty. a 
seen this particular comp 
win much greater appl 


composition of many times its 


technic, such as left ha: 
cial harmonics, passage 


companiment of left hand 
a violinist has built up a 
choosing for his ' 
containing technical no 

Critics often sneer at a 
pieces of the type that ] 
and played, such as the 
Variations on the C 
I Palpiti Fantasia, and 
acter, but such pieces 
with the general publ 
of musical “high-bro: 
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Selling Creme 
PEoPLE writing to the 
finding customers for 
they wish to sell them, 
of the idea that it is y 
genuine old Cremona be 
price involved, are very 
As a matter of fact, | 
first class violin than 
quality. There are 
first class violins. 
large dealers in old y 
cities of the United 
pared to buy no fe 
pay immediately for ge 
the art of Stradivari 
gonzi, and the other 
ers, as well as those « 
makers of France 
The dealer will natu 
of an old yiolin a 
expects to get from | 
for he is entitled to a 
at that the owner » 
price than if he 
sale “himself. 
sive violins nat 
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re apt to be genuine and that, in case 
ould be found otherwise, the firm will 
the matter right. 
¢ owner of a violin who wishes to sell 
in often make an arrangement with a 
n dealer to sell the instrument for a 
hission of ten per cent. or so, and, 
igh fixing the selling price himself, 
¢ more in some cases than he 
| if he sold it outright to the dealer. 
| selling violins, as in everything else, 
re is always room at the top;” there 
Ways someone waiting to buy a first- 
| Cremona, no matter what it costs. 
reason is that there is only a certain 
of these instruments in existence, 
| can never be any more, since the 
‘ers are dead. Moreover the floating 
ly is getting less and less all the time, 
e there is a constantly increasing de- 
id for violins of the highest class, from 
‘s and collectors. 
‘ t violinists are getting more and 
re to recognize what a great asset it is 
Et to play on a really famous violin. 
s possession of such a violin adds to 
artist's fame, and also ‘has a distinct 
ce value, in that many people who 
interested in famous violins will go to 
artist’s concert, simply to hear and see 
violin. Thus the violin draws money 
the box-office as well as the player. 
mitation Cremonas are harder to sell 
n the genuine, except in the case of imi- 
ons which have been made by eminent 
c Such violins sell, of course, for 
ya fraction of the cost of the originals 
m which they were copied; but if they 
of fine quality there is often a good 
for them. 
imitations by 


“factory fiddle- 
iy 
g infinite pains with their work, 
‘only to see how many fiddles they 
turn out in a week, bring only com- 
atively nominal prices, of course. 


) pO its best work, the violin, like a 
\ scientific instrument, needs tender 
i and careful adjusting. It is 
y to be damaged if it is carried in a 
; it will also be injured if rosin is 
‘to collect and form a thick coat- 
h the bridge, for here the wood 
is greatest and most easily 
by any accumulation upon the 


Phe top edge of the bridge should be 
that it does not gradually shift 
n beneath the strings. When a 
is put in place, the bridge will 
be drawn slightly forward. A 
frrow strip of wood or cardboard 
r length, about thirteen inches, 
pt in the case and used fre- 
measure from the nut to the 
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n. As small a change as one- 
of an inch in the position of 
» will cause the playing to be 
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touched to the rosined part of 
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k. A violin subjected alternately 
d very dry air will soon begin 


m up at the joints. Dry heat is 
. OT 
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slightly outward. 


t he d the violin on a level with 


ust keep the bow straight and 
my knuckles are nicely rounded. 
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obscure workmen who, instead . 


Vhen you write to our advertisers always mention THE ETUDE, 


Where the advance in price of the best 
specimens of Stradivarius and Guarnerius 
will end, it is hard to say. Prices have 
doubled and quadrupled within thirty 
years. The $5,000 Strad of thirty years 
ago brings $20,000 today, and violin deal- 
ers are talking of another quadrupling 
within ten or fifteen years, which will 
take the same violin to $80,000. A demand 
for first-class Cremonas is coming in from 
the most unlooked-for sources. Henry 
Ford, the Detroit auto billionaire, is said 
to have recently invested $300,000 more in 
famous old Cremonas to add to his al- 
ready large collection. ; 

A well-known violin authority in New 
York predicts that all the best specimens 
of Stradivarius and Guarnerius will sell 
for more than $100,000 each within ten 
years, and says it would not surprise him, 
to see as high as $200,000 paid for the 
greatest of them eventually. This, of course, 
seems preposterous, but we must remember 
the craze for tulips in Holland, when the 
choicest bulbs sold for ridiculous prices. 
It is also true that paintings like The 
Transfiguration by Raphael could not be 
bought for five million dollars, with other 
great pictures in proportion. This being 
the case, the authority reasons, why should 
not the greatest violin in existence, made 
by the greatest violin maker of all time, 
bring the sum of $200,000? 

It is said that the great advance which 
has taken place in Cremona violins within 
the past few years has been caused by the 
vast increase in wealth in the United 
States, and the rapid increase in the num- 
ber of American millionaires. Much of it 
is due to our national trait that nothing 
will satisfy us but “the best.” Europe is 
being drained of its great old fiddles to 
satisfy the desire of American violinists 
and millionaires to own a Stradivarius or a 
Guarnerius. 


Getting the Most Out of the Violin 


By Dexter W. Allis 


ruinous not only to this instrument but 
also to any instrument having wood in its 
construction. 

The tone quality of a violin is affected 
by atmospheric conditions. On a _ hot, 
humid day, the beauty of tone is much 
impaired. The quality of sound is also 
greatly affected by the surroundings and 
by the position the player takes in the 
room. This is due to varying conditions 
of sound-reflection from walls, furniture 
and upholstery. Soft hangings, rugs, bric- 
a-brac, padding and cushions have an ab- 
sorbing and deadening action upon music 
of all kinds. 

Since the combined tension of the strings 
is over eighty pounds it is well to keep 
an eye on the fastening of the tail piece 
to its peg; and, when it appears worn, re- 
place it with a new one before it breaks 
and, possibly, causes damage. 

No more string should be wound around 
a tuning peg than is necessary for a 
secure grip. It is well/to see that the 
string does not crowd against the sides 
of the wood as it winds around the peg 
and also to see that the direction of pull 
of the string upon its peg is not such 
that the peg tends to come out as it is 
turned. ‘ 


i Six Maxims for Young Violin Students 
. By J. C. Langley 


4. I must play scales slowly, using whole 
bows from the heel to the tip. 

5. I must watch the whole and the half 
steps in the left hand. 

6. Above all, I must strive to improve 
each piece every time I play it. : 


The Famous 
PAGANINI STRAD 


is now on view in our new 


and commodious quarters at 


150 West 57th Street 


NEW YORK CITY 


With it is also on display the 
largest collection of other 


rare violins we have ever 


had the pleasure of showing 
W. R. FORD COMPANY, Inc. 


Successors to Gittelson & Howard 


DEALERS IN 
RARE, OLD AND MODERN VIOLINS 


Mr. Lionel Gittelson & Mr. Frank W. Howard 
remain associated with Mr.W. R. Ford in 
the conduct of the business 


Makers of the World Famous 


“GEMUNDER ART” VIOLINS 


The Violins With the Soulful Tone 
Illustrated catalog free 


REAL AND RARE OLD VIOLINS 


Illustrated catalog free 
Finest Strings Artistic Repairs 


Violins sent for two weeks’ trial 
Send for our chart and we will fit your individuality 


125-127 West 42d St.,Dept.£, New York 


Ask about The ‘‘Amplitone’’ 
Read The Violin World, a Bi-Monthly 
$1.00 per year, Single Copies 15c 


Profit-Free Offer Violin Bow! 


To introduce our lines to new customers we offer 
For a limited time only (without profit) 


A Violin Bow Worth all of $6.00 for only $2.95 
oi postage). This is a fine good quality bow and 
if after inspection you do not think it worth $6.00 
or more return it and your money will be refunded. 
On the same terms we will give a much finer, 
strictly $15.00 Violin Bow for only $7.20 (plus 
postage). Only one bow toa customer with the 
privilege of withdrawing this offer without further 
notice. ‘We will also send you absolutely free 
our finely illustrated 88 page Violin Catalog 
which should be in the hands of every player and 
teacher. Send for your choice of above two bows 
and the large catalog now, also ask for list of 
old violins. 


W. K. LEWIS & SONS, New and Old Violins 
MAKERS, IMPORTERS, REPAIRERS 
207 South Wabash Ave., Chicago, Ill. 
Note: Teachers—Please enclose professional 
card with your letter. 


STRINGS and ACCESSORIES 


VIOLI Write for Catalog and Prices 


TxHeopore Presser Co. Puira., Pa. 


MASTER REPRODUCTIONS 


and other Vega Violin Models 
$50 and Up 


also manufacturers of the famous Vega and Vega- 
ye Banjos. and other Orchestra and Band 
nstruments. Write for catalogs! 


The VEGA Co. 159-80 Columbus Ave., Boston 


Deep, Mellow, Soulful 
We are makers of high-grade violins, 
instruments of the finest tonal quality, 
appreciated by the greatest artists. Kasy 
terms, if desired. Get details today. 

GUSTAV V. HENNING 
2424 Gaylord St., Denver, Colo. 


Violin 
Offerings 


Featured 
With Great 


Success 


ARTHUR HARTMANN 


On His European Tour 


Adagio and Allegro A. Corelli 
Arranged and Edited by Arthur Hartmann 


A superior arrangement of an excellent program 
number. One of the splendid series of master 
pieces Mr. Hartmann has arranged for violin 
solo with piano accompaniment. 


Catalog No. 13025 Price, 55 cents 

Variations for G String Solo (Prayer from 

Moses in Egypt—Rossini) N. Paganini 
Arranged and Ed:ted by Arthur Hartmann 


A novelty, yet one of the most beautiful offerings 
for the violin. Mr Hartmann’s arrangement 
takes care of all the finer artistic points. 


Catalog No. 13027 Price, 60 cents 


THEODORE PRESSER CoO. 
Music Publishers and Dealers 


1712 - 1714 Chestnut Street 
PHILADELPHIA 38 PENNA. 


It identifies you as one in touch with the higher ideals of art and life. 
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Know the thrill 


of owning and 
playing a violin ; 
made by a Vi 
famous master— , 


Heinrich 
Th. Heberlein, Jr. 


We offer a 
complete line 
of these 
famous hand- 
made violins 


at 
moderate 
prices 


VW HEN you draw 
your bow across 
a Heberlein Violin you 
can expect an excel- 
lence of tone, a quick 
responsiveness, a 
carrying power, that 
will inspire you to 
unusual achievement. 
Heinrich Th. Heber- 
lein, Jr.is known asthe 
greatest violin maker 
in Germany today— 
one of the few master 
craftsmen who has not 
commercialized his 
art. Every Heberlein 
must be worthy of the 
name made famous 
through three gener- 
ations. 


Genuine Heberlein Violins 
as low as $50 
We are proud to offer at such moder- 
ate prices, $50 to $250, a complete line 
of these fine handmade violins. 


Send for Catalog 
Illustrates and describes the Heberiein 
and other fine violins, and the complete 
Wurlitzer line of every known musical 
instrument. Shows how easy and satis- 
factory it is to buy from us direct, on 
deferred payment plan. 

Old Violins $75 Up 

Regardless of the price you pay, 
Wwe guarantee the authenticity 
and value of every Old Violin we 
sell. _W ¢ sell as well as buy Old 
Violins in all parts of the world. 
Expert opinions given. Send for 
special catalog. 


WuRUIZER 


Ee PRT Ove, 


PIANOS, ORGANS. HARPS. RADIOS 
MUSICAL INSTRUMENTS 


Stores Axo Deaxers in Principat Citres 


THE RUDOLPH WURLITZER CO. Dept. B-264 
121 E. 4th St., Cincinnati 329 S. Wabash Ave., Chicago 
129 W. 42nd St., New York 8165S. Broadway, Los Angeles 


Please send me without obligation your 1927 Catalog of 
Heberlein Violins and other musical instruments ......0 


Please send me your special catalog of Old Violins .....0 
Also please explain convenient payment plan. 


Violin Questions Answered 
By MR. BRAINE 


B—No question will be answered in Tar Ercpp untess accompanied by the full name 


and address of the inquirer. 


Staccato Bowings. ¥ 

i. J. L.—For learning the various forms 
of staccato bowing, ricochet, spiccato, arpeg- 
gio, and so forth, you would no doubt find 
the “Forty Variations, for Violin,’ Op. 3, 
by O. Sevcik, extremely interesting and useful. 
The studies are very melodious, and a piano 
part can be obtained, if you wish it. The 
explanatory text is in English, French, Ger- 
man, Italian and Russian. These studies 
would be of the proper grade for the student 
who is in the third book of Kayser, or is 
just starting Kreutzer. 


The Late Start, 

0. L. J—Starting at tweuty-two, I would 
strongly advise you not to try and make vio- 
lin playing your profession. It is entirely 
too late. You could never acquire sufficient 
technic to hold positions in orchestras where 
the compensation is worth-while or do teach- 
ing except at low prices. If, however, you 
only wish to play for the pleasure you would 
get out of it, I would strongly advise you 
to start, as you could learn enough for that. 


Widening the Notches. 

I. L.—The trouble you have with the strings 
failing to respond readily to the action of 
the pegs in tuning is probably due to the 
notches in the nut being too narrow. If 
this is the case, the strings would be wedged 
tightiy in the little grooves so that they 
would not slide freely in tuning. The notches 
can be widened with a file. 


Third Position Concert Pieces. 

T. Y. H—For your pupils who have just 
acquired a knowledge of the third position, 
you might use the following violin and piano 
pieces: Forget-Me-Not, by Macbeth, and La 
Cinquantaine, by Gabriel Marie. These will 
prove effective in recital work. 


“Fancy” Bowings. 

J. C.—You ought not to buy a bow cost- 
ing less than ten dollars, if you are playing 
Viorillo and Rode. For that price you can 
get a bow with Pernambuco stick, with silver 
mountings. Why not get one for fifty dol- 
lars, which would last you all your life if 
you took care of it? A really good bow is of 
the greatest assistance in producing a good 
tone and in executing the so-called ‘fancy’ 
bowings, such as staeceato, spiecato, flying 
staccato, tremolo, ricochet, and so forth, 


Too-Rapid Progress. 

R. B. S—If you will reflect a little, you 
will see how impossible it is for me, when 
I have never heard you play, and do not 
know you, to tell you whether or not you 
have made good progress in your violin studies 
or to make any predictions as to what you 
can do in the future. From the account you 
give of your studies, I fear you have been 
trying to progress too fast. No one should 
take up the third position after only ten 
lessons. It takes from six months to a year 
to lay the foundation in the first position 
alone, in the case of the pupil of average 
talent who practices only an hour or so, daily. 
Go to some good teacher, and after three 
months of instruction he ean give you a 
pretty good idea of your talent and what 
you can hope to achieve in the future. 2. 
Twenty is very late to start the violin, if you 
expect to play difficult music, but even with 
so late a start you can accomplish enough to 
afford you a great deal of pleasure, if you 
really love music and the violin. 


Rough Manual Labor. 
R. L.— Violin teachers 
methods of teaching. Some play the lesson 
with the pupil on the violin or piano. Others 
do not play at all, while the pupil is playing 
(except when playing accompaniments), but 
play passages for him by way of illustration. 
2. It depends on the nature of your work 
in the machine shop whether it will have 
an injurious effeet on your violin playing. 
If the work is very light, it probably will 
not matter, but if it is rough, muscular work, 
it may have an injurious effect. 3. In the 
larger theater orchestras in the big cities, 
the cello is used, but not so much in smaller 
cities where only a few men are employed. 4. 
The cello is every bit as difficult to learn as 

the violin, if not more so. 


differ as to their 


Stringing the Violin. 

D. R.—Violinists have different ideas about 
stringing the violin. Here is the combina- 
tion used by Jacques Thibaud, the greatest 
violinist of France, on his Stradivarius; gut 
G string, wound with silver wire, gut D, 
wound with aluminum wire, gut A, steel BE. 
I do not think that any combination will 
give better results than this, as far as tone 
is concerned. 2, You might get “Violin Re- 
peirins, Restoring and Adjustment,” by 
roneher, 


Indistinet Label, 

HB. T.—The nearest I ean come to the label 
in your violin as you eopied it is “Grancino,” 
a well-known Italian maker, 


Positions for Violinist, 

B.C,G.—If you are a good, experienced 
violinist, with an advanced technie, you, 
no doubt, could get work in one of the large 
American cities. Such positions are rarely 
filled through advertising, as there is always 
a surplus of violinists in all American cities. 
Your only chance of getting placed is to go 
to some city, join the union and hunt for 


Only initials, or pscudonym given, will be published. 


work. You can often hear of occasional jobs 
or extended engagements through the union. 
The standard is very high in the larger 
American cities, and only a really competent 
violinist stands a show of getting in. The 
salaries paid at present are very generous, 
especially in New York and Chicago, but, 
on account of that, it is especially hard to 
join the union in those cities, 

Positions which are worth having are 
rarely advertised, as there is always a suf- 
ficient number of violinists at hand to fill 
them. 


Trode-Marked “Germany.” 

E. W. H.—As a rule, violins which are 
branded or marked in any way with the 
word “Germany” are violins of the factory 
grade and are of no great value. In their 
efforts to increase their export trade, Ger- 
man manufacturers have made it a rule, for 
many years, to mark their goods “Germany,” 
by way of advertising their national products. 
High class German violin makers producing 
artistic hand-made violins which sell for 
high prices do not brand their violins in this 
manner but use Inbels which are pasted in 
the violin, giving their names, the date and 
the place where the violin was made. 2. It 
is impossible to give the value of the violin 
without seeing it. 


Buying a Violin. 

E. N.—The main thing in buying a violin 
is to. get a well-made instrument with a good 
tone. If you are not an expert judge of 
violins yourself, it would be wise to have 
the violin selected by some good violinist 
or violin teacher whom you feel you can 
trust. 2: Buy as high-priced an instrument 
as you can afford. Many people make the 
mistake of buying a very cheap, inferior vio- 
lin as a first instrument. Do not go below 
fifty dollars, in any event. It will be bet- 
ter if you ean select a violin worth from 
one hundred to three hundred dollars. Pro- 
fessional concert violinists use violins which 
run into the thousands. 3. In justice to its 
advertisers THn Erupr cannot undertake to 
recommend any certain make of violin. 


Curious Violin. 
EB. BE. MclL.—From the label, I should judge 


that your violin is Norwegian, but I can 
find no details concerning the maker. 2. A 


violin such as you describe would be valuable 
as a curio only, and not as a practical musical 
instrument. I could not give a guess as to 
the value of the violin without seeing it. 3. 
You might write to the Musical Instrument 
Department, Metropolitan Museum of Art, 
New York, and learn whether or not they can 
appraise the violin for you, or refer you to 
some dealer in curios. 


Local Trade-Marks. 

G. A. S.—I cannot say who made your vio- 
lin, judging from the signs and letters which 
you describe as appearing inside it. Thou- 
sands of violin makers scattered all over the 
world have used arbitrary signs, letters and 
words, by way of trade mark, and, unless 
the maker is famous, these signs are known 
only locally. 


Position of E and G Strings. 


G. 1—The E string occupies a _ position 
directly over the sound-post, and the G string 


directly over the bass bar. 


Pupils’ Concert Pieces, 

B. McK.—The pupils concertos you require 
are the following; by Friedrich Seitz, First 
Concerto, No. 1, in D (3rd position) ; No. 
2, G Op. 13;.No. 8, G Minor, (ist—3rd 
position) Op. 12; No. 4, D (8rd _ position) 
Op. 15; No. 5, in D (1st position) Op. 22. 
These concertos are used the world over for 


pupils, and are effective for public per- 
formance. 
Unknown Maker. 

M.M.—I cannot trace the violin maker 
you name. There have been thousands of 
violin makers in the last fifty years, some 


whose violins have been excellent but whose 
reputations are purely of a local character. 
tone violin may be a fine instrument for all 
that. 


Bowing Exercises. 

A. H. K.—For bowing exercises you might 
get Sevcik's “Forty Variations,” Op. 3, for 
violin solo, or with accompaniment for the 


piano, 2. For left hand work get ‘The School 
of Violin Technics,” Section 1, by Henry 
Schradieck, 3. Write or telephone to the 


superintendant of musical instruetion at 
Toronto, Canada, for information about the 
Canadian yiolin contests. 


Factory “Hopf.” 

W. A. T.—Violins branded “Topf’ on the 
back are usually factory fiddles of doubtful 
value, some being better than others, THe 
Ervupe of August, 1922, contained an article 
on the Hopf violin, which you could. get by 
sending twenty-five cents to the publisher. 


Correctly Worded Labels, 

D. BE. M.—A_ genuine Stradivarins violin is 
worth many thousand dollars, but there are 
millions of imitations in the world, worth 
from one dollar up. All of them contain 
Stradivarius labels, worded exactly like the 
one you send. Send your violin to some 
reputable dealer in old violins for an opinion. 


Frank H. Grey 


A Host of 
Vocal Artists 
Have Placed on 
Their Programs 
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THE ROSES 
IN THE 
GARDEN 


SONG 


Words by 
J. WILL CALLAHAN 


Music by 
FRANK H. GREY 


FULLISHED IN TWO KEYS 


LOW OR MEDIUM VOICE—KEY OF B fiat 
Range b flat to E flat (Optional F) 


HIGH VOICE—KEY OF D flat 
Range d flat tog fiat (Optioral a flat) 


PRICE, 40 CENTS | 
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Alphabetical List of Some of thi 
Preminent Singers Using 
This Song 


FREDERIC BAER 
MABEL BAGLEY 
ELSIE BAKER 
MERLE CULLEN q 
NELL GWYNN 
LEWIS JAMES HOWELL 


FRANCESKA KASPAR 
LAWSON 


RALPH LEIGH ~ 
MARIA LISZT " 
WALTER MALLORY "| 
ALLEN McQUHAE 4 
FRED PATTON 
GEORGE REIMHERR — 
BETSY LANE SHEPARD 
EDWIN SWAIN 
MARIE TIFFANY | 
JOHN BARNES WELLS ~ 


“THE ROSES IN THE GARDEN” is. 
Published in a Fine Quartette for Me 


*) 


Voices—Price, 12 Cents a Copy 
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standard of service for 
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1 d Women as Conductors 


CUSTOMARY to assign the 
hers to lead the orchestras 
in the high schools because 
tage in experience that they 
ed as professionals in or- 
id bands or in the study of 
| wind instruments and also be- 
their adaptability in escorting 
organizations when they par- 
ening affairs or in gatherings 
men’s civic organizations. 

en who have had experience 
if in civic orchestras have there- 
splendid school orchestras. 
ve done so despite their lack of 
e in the work, by taking courses 
given for the training of teach- 
s field. Sound musicianship is 
of success. Experience is 
‘ personal effort in the work. In- 
udy of the methods of others 
cessful school-orchestra lead- 
helpful. The possibility of 
splendid ensembles. is only 
y the ability and experience of 
‘r and also by methods of or- 
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wb that achieves the greatest suc- 


Department of Public School Music 


(Continued from page 505) 


cess is the most highly organized club. 
Pupils must be elected to the offices of 
president, business manager, librarians, 
solo leaders and chairmen and members 
of committees for social activities. Space 
will not permit of.a discussion of Senior 
High School club activities. They are 
quite similar to those of the Junior 
School. The modern senior school em- 
bodies many of the activities in the elec- 
tive music courses and provides credit 
toward graduation. 


“Gleeful’’ Clubs 


HE SOCIAL value of the club idea 

is nearly lost sight of when work is 
offered on this basis and an effort must 
be made to maintain some of the music 
clubs in the Senior High School on a 
purely extra-curricular and social basis. 
A club should be a club and the pupils 
have a right to object when it becomes a 
cut and dried study course. 

This is exemplified by the naive defense 
of a large group of seventh grade pupils 
who were invited to join a “glee” club 
for the first time. They met the teacher 
and she proceeded to put them through the 
regular paces of a school choral period. 
Great objection arose and a committee of 
pupils waited on the principal. The 
spokesman complained that the members 
of the club had been “betrayed” into join- 
ing what they thought was to be a “glee- 
ful” club and not a chorus class. 


ed Course in History, Appreciation and Harmony 
Part VIII 
(Continued from page 479, June, 1927, issue) 


‘numbers referring to Musical History study are those in “The Standard 
Music” (Cooke) ; those aligned with Appreciation listings are pages in 
listory Record Supplement;” and the book for Harmony study, to which 
made, is “Harmony Book for Beginners” 


nh of this course for study during one month. 
Part II, No 3 


(Orem). In each issue is pub- 


Subject Chapter Topic Page 
29 RTOMGRUIDSTCHI NS. cis vreisc sce sessed Be ee eee ct ge 
29 Kammenoi-Ostrow, Molto Stenio (String Quartet) . 

12 Harmonization of Basses in Major and Minor..... ae 
30 Berlioz, Gounod and Modern French Composers. ..169-175 
30 Carnaval Romain, Selections frora Faust........... 14-15 
13 Harmonization of Basses Using Inversions......... 98-102 
31 Brahms, Tchaikovsky, Grieg, Dvorak ............177-181 
29-30 Hungarian Dances, Pathetic Symphony ........... 14-15 
14 esiMonic CATIALYSIS: wai. fes «ee ciee ses snis ies ee OS=105 
32 Lowe, Franz, Wolf, Jensen, ‘Taesen onhiee eeire estes, WOG- Lor, 
—- Songs by the Above Writers......... Sy Perel cs ateewr ck’ sos hes 
15 Freer Use of Chords and Inversions ......... 12 106- 112 


ding music at sight seems 
t stumbling-block to many 
possess it naturally, 
never to attain it. There 
s for poor sight reading, 
be corrected by careful 
® right lines. 

ndency toward slow percep- 
sight-reading difficult. 
is deliberate in all his 
him a week or two to 
others read through in a 
inning a musical educa- 
is taking up a study 
ickness of perception. 
case is excellent; but 
must be accomplished 
ty. 

to become a really 
and is rarely a success 
However, if he is good 
the case with slow 
able to acquire quite 
s derive much pleasure 
n his music study. 


Sight Reading 


By Frederick A. Williams 


Carelessness likewise renders sight read- 
ing well nigh impossible. For the careless 
pupil there is hope, however, if he minds 
his ways. He must learn to concentrate 
by practicing very slowly and observing 
carefully all such signs as key signatures, 
chromatic changes and rests. 

The third type of poor reader is the 
pupil whose eyesight is defective. Often 
the teacher remains unaware of this trou- 
ble and wonders why the pupil does not 
read better. Of course, the remedy here 
is a careful examination by an oculist, 
glasses being provided if necessary. 

But for all three classes of students the 
following rules apply: 

1. Read something new every day. 

2. Do accompanying as often as pos- 
sible. 

Duets arranged for four hands, at either 
one or two pianos, are good practice. Any 
form of ensemble playing is helpful in 
learning to become a good sight reader. 


Class Instruction 


JULY 1927 


Ma haa rem Pan Pa 


THE TREPLE rc CLEP 


1WE MASS we FCUEE 


EACHERS will find it possible to attract many beginners 
to classes when it would not be possible to get them 


interested in starting individually. 


Each class beginner 


is an excellent prospect for private instruction later. 
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Suggestions as to Material’and Procedure 


First Instructors for Classes 
of Young Tots 


TUNES FOR TINY TOTS 


By John M, Williams Price, 75 cents 


HIS virtually teaches in an easy and practical 
| manner the very rudiments of music right at 
the keyboard of the piano. The little student 
progresses in both the treble and the bass clef 
simultaneously. The words given with each short 
piece or exercise, help the student in the time and 
phrasing and holds the interest. While this is a 
modest little book of less than 30 pages, it is a 
work that every teacher of little tots will find ideal 
for the first preparatory work. It is being used 
with great success in class work. 


Pre Tl) ono 
NEW RHYMES AND TUNES 
FOR LITTLE PIANISTS 


By Helen L. Cramm 
Ti little book starts with both clefs and 


Price, 75 cents 


gives children a pleasing acquaintance with 

the notes on the staff along with a development 
of rhythmic feeling. There are words to read or 
sing with most of the little pieces, thus helping 
in the rhythmic feeling. The notes are taught up 
and down from Middle “‘C" and this has been 
demonstrated to be a help to rapid progress. This 
book does not have to be used by itself since it 
will fit very well with any system of elementary 
technical instruction. So many thousands of 
copies of this book have been sold in years past, 
that we are sure many teachers will immediately 
think of it as being just as ideal for class use as 
they have found it for individual instruction. 


“cpl! IRD «* 


MIDDLE C AND THE NOTES 
ABOVE AND NOTES BELOW 
By Lidie Avirit Simmons Price 75 cents 


HIS book goes at the beginning of piano 
t playing so direct and so interestingly that 
there is no confusion in the juvenile begin- 
ner’s mind. One thing at a time is taught the 
pupil, the very first lesson giving the child a feeling 
of the pleasure i in knowing how to play, although 
it brings into use but two notes. The bass and 
treble clefs are used from the start. Preceding each 
lesson is a little chart, showing just which notes 
are to be used and then there Is a blank staff in 
which these notes are to be written, so that a 
firm foundation in notation knowledge is obtained. 
These little pieces and exercises all are attractive 
and there is even pleasing humor in some of the 
texts given with each little piano number. Juvenile 
illustrations decorate the pages of each piece. 


+ GaILIIRD ++ 


THE MUSIC SCRAP BOOK 


By N. Louise Wright Price, 60 cents 


HIS kindergarten method for piano beginners 

I introduces notation in a delightful manner and 

then gives just the right amount of attention 

to time and rests as is necessary to carry the child 

through the piece, by which progress in playing 

ability is developed at a most satisfying pace for 
the most eager of beginners. 


Books Suitable for Classes 
Over the Kindergarten Age 


FIRST YEAR AT THE PIANO 
By John M. Williams Price, $1.00 


R. WILLIAMS has made such a success in 
giving piano teachers material ‘bed raakes 


for better first piano instruction bedavse he 


goes right straight to what pupils want—guidance in 
acquiring ability to play the piano, Both clefs 
are used from the start and all material given is as 
attractive as possible rhythmically and melodically. 
As technic is developed it also is a feature of the 
material that phrasing and expression are well 
handled. We cannot recommend this work too 
highly for class use, since it is in use in public 
school courses, in several of the larger cities and 
some leading schoo!s and colleges of music, having 
normal courses in public school classes, use and 
recommend it. 
ee QUIN «+ 


BILBRO’S FIRST GRADE BOOK 
By Mathilde Bilbro Price, $1.00 


HISis a modern work in every sense embracing 

| the features that leading educators today agree 
to be the best for beginners in piano playing. 
Both clefs are used from the start and to make 
the acquisition of a knowledge of notation as rapid 
as possible, there are blank staves for some novel 
writing exercises. Everything is printed clearly 
and in good size for the beginner's eye and while 
every thing has been made cleverly plez asant and 
attractive, even the beginning student is bound 
to feel the substantiality of this instruction ma- 
terial, all of which engenders a confidence in the 


study of it. 
+ CBIR + 
How to Proceed 


ECURE a number of small tables as 

high as the keyboard of the piano or 

for each 2 pupils have a local carpenter 
make 2 horses of proper height and lay a 
board about 5% feet long on the horses. 
This board may be only one foot wide if the 
regular cheap folding music stand is placed 
on the floor to hold the music, or wider if 
a table stand is used. <A full-sized four 
octave keyboard chart, such as illustrated 
above, is before each pupil. 

At the first lesson care should be taken 
not to confuse little pupils with too many 
explanations. By taking advantage of, the 
natural imitative and memory powers of the 
children they can be taught at the very 
first lesson, after getting “keyboard geog- 
raphy” and fingering at their charts, to go 
to the piano and play in proper time and 
rhythm some of the first little pieces using 
only a note or two above and below “Middle 
C.” As lessons progress some of the rudi- 
ments of music may be imparted and by 
playing to the pupils at each lesson a piece 
with melody and rhythmic appeal such as 
the numbers in “Gems of Melody and 
Rhythm,”’ by Blanche Fox Steenman, musical 
appreciation and a desire to get a greater 
knowledge of music can be developed. 


Cee ge eves 


FOUR OCTAVE KEYBOARD 
CHART 


(Illustrated Above, Actual Size 27}4x77/) 


DEAL for class instruction. It shows 

the name of every key, as well as the 

location on the grand staff of every note 
representing these keys. 


Card, 50c Linen Card, 75c Paper, 15c 


IDEAL HAND POSITION CARDS 
Package of 10—Price 25 cents 
HESE cards are about 10 x 434 in. 
and there is shown upon them the 
proper position for the hand in piano 
playing. This is a good card to give to all 
piano pupils right at the beginning. 

Prices on Metronomes, Music Stands, 
Blackboards with staves upon them made of 
durable fobric that will roll; Writing Books 
and other class helps, quoted cheerfully on 
request. 


THEODORE PRESSER CO. cue$tx07 sr. 


PHILA., PA. 
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AMERICAN CONSERVATORY {| 


CHICAGO'S FOREMOST SCHOOL OF MUSIC 


IT 


i 


| 


ont 


42nd Session Commences September 8, 1927 


Offers superior courses in all branches of music and dramatic art, including Master School. Diplomas, 
Degrees and Teachers’ Certificates granted by authority State of Illinois. Thorough preparation for concert, 
opera and teaching positions. Many special features, recitals, concerts with full orchestra, lectures, etc. 


Excellent Dormitories Offer Accommodations at Moderate Rates 
UNSURPASSED FACULTY OF ONE HUNDRED TWENTY ARTIST-INSTRUCTORS 


Among these might be mentioned . 
PIANO — Heniot Levy, Allen Spencer, Silvio ORGAN—Wilhelm Middelschulte, Frank Van PUBLIC SCHOOL MUSIC—O.E. Robinson. 


, Scionti, Henry Purmort Eames, Louise Robyn, Dusen. CLASS PIANO METHODS — Charles J. 

4 Kurt Wanieck, Earl Blair, May Doelling, MUSICAL THEORY, COMPOSITION— Haake. 

6 Mr. and Mrs. Charles J. Haake. Adolf Weidig, Arthur O. Andersen, John SCHOOL OF OPERA—Eduardo Sacerdote. 
VOICE—Karleton Hackett, E. Warren, K. Palmer, Leo Sowerby. DRAMATIC ART, PUBLIC READING— 

§ Howe, Eduardo Sacerdote, Charles La Berge, VIOLONCELLO—Hans Hess. Walton Pyre, Louise K. Willhour. _, 

v Elaine De Sellem, John T. Read. ORCHESTRAL INSTRUMENTS—Mem- DANCING—Louise K. Willhour. 

© VIOLIN—Jacques Gordon, Herbert Butler bers Chicago Symphony Orchestra. THEATRE ORGAN SCHOOL — Frank 

Adolf Weidig, Scott A. Willits. and others of equal importance Van Dusen. 


GUEST INSTRUCTORS, 1927—Josef Lhevinne, Oscar Saenger. 


aS Admission to Teachers’? Normal Training School; Students’ Orchestra; Vocal Sight Reading. Admission to all 
fy ce Advantages : Conservatory Recitals; Lectures; Musical Bureau for securing positions. 


THIRTY FREE SCHOLARSHIPS AWARDED 
EXAMINATIONS FROM SEPT.2 TO SEPT. 6. (APPLY FOR EXAMINATION BLANK) 


Lyceum and Chautauqua engagements secured 


Examinations Free - Catalog mailed free on application - Moderate Tuition Rates 


AMERICAN CONSERVATORY, 571 KIMBALL HALL, CHICAGO 


JOHN J. HATTSTAEDT, President. Karleton Hackett, Adolf Weidig, Heniot Levy, Associate Directors 


Se % Re 


DEPARTMENT OF 


Theatre Organ Playing 


Francis T. York, M. A., Director 
FACULTY COMPOSED OF DETROIT’S 
LEADING THEATRE ORGANISTS 


Practice on modern organs. Special arrangements 
for pianists desiring to take Organ course. 


Individual and class instruction. 


Advanced students prepared as theatre and concert 
organists. Unusual demand for graduates. Salaries 
are big. 


For Detailed Information Address 


DETROIT CONSERVATORY 
James H. Bell, Secy. OF MUSIC 


Box 70, 5035 Woodward Ave., Detroit, Mich. 


eae Ne Ae ee 


Che Starrett School 
CONSERVATORY of MUSIC 


ARE YOU SAVING FOR FUTURE STUDY AT SOME LEADING SCHOOL 
OR COLLEGE OF MUSIC? You can hasten the goal of your ambitions by seeking 


COSMOPOLI 
soe MUSIC 4 


DR. CARVER WILLIAMS—Presid 


SUMMER SCHOOL June a 
Eminent faculty of 60 Artists. Normal t 
Teachers. Students’ Orchestra, Concerts, 
Diplomas, Degrees and Teachers’ Certifi 
Departments—Piano, Voice, Mer 
Theory. Composition, Violoncello 
tral Instruments, blic Sche ) 
Dramatic Art, etc. 

Many Free Advantages and Scholarsh 
Piano and Fiolin Prize 


_ For particulars address—Edwin L. St 


“ COSMOPOLITAN SCHOOL orn 
Box E, 16th Floor Kimball Hall B 


out all nearby hom nes where there are music lovers, and interesting them ina subscription 
to Tur Erupe. Write the circulation department as to how you can become an author- 
ized Erupe agent and earn money securing subscriptions in your spare time. 


Clare Osborne Reed 
Director 


<x" MUSIC 


One of America’s Finest Institutions Devoted to Education in Music 
FULLY ACCREDITED COURSES LEADING -TO 
CERTIFICATES, DIPLOMAS AND DEGREES 

by authority of the State of Illinois 


For the 
Thirtieth Ye: 


A School for 


The Mature Musiciz Ah ay eae Franklin Stead, Director 

e Mature Musician The Public School Teacher Runcwree cheer: Soeaeee aes yc ; 
The V 5 - we Dirtomas AND DEGREES CONFERRED— rs. Fletcher - Copp 
The Young Artist The Ambitious Amateur eNTRacuERs' CERTIFIEATES. 


her Summer Normal 
the Fletcher Music Me 


Summer Term, June 20 to July 25 


The Talented Child 


The Teacher of Music 


Special Classes in Technique and Interpretation 
for Teachers and Advanced Students. Courses in 
Piano, Voice, Violin, Organ, Theory, Harmony, 
Composition, Cello, Opera Study—Dept. of Speech 
and Dramatic Art and Public School Music. Special 
Dept. for Children. All athletics. [Horseback riding. 
Fireproof buildings with ample grounds. Two beauti- 
ful dormitories on campus. 43rd year. For catalogue 
address the Director, 


The Starrett School Conservatory of Music 
Box E, 4515 Drexel Blvd., Curcaco. 


Northwestern University 
School of Music 
@ A distinetively higher Professional 
Muaie School. Teal location tmmedi- 
ately northofChiongo. Degreecourses, 
SCHOOL of All branches of Music taught. Public 
Schoo! Music and Church »nd Cho al 
MUSIC Music Departments scknowledged 


leaders, Liberal Artssubjects without 
NORTHWESTERN 


Freebulletins, In, Room 10 
rf Pe, 

UNIVERSITY ree balletins. P.C, Lutkin, 102 
Year 1926-1927 


1822 Sherman Ave,, Evanston, I, 
It identifies you as one in touch with the higher ideals of art 
“> 


Training in the following departments : 


Fine Arts Building, ¢ 
opening June 27th. ao 


Piano, Voice, Violin, Theory, Violoncello, Normal Training, Public School 
. Music, Chorus Singing, Correlated Arts, History of Music, Ensemble, Or- 
chestra, Professional Accompanying, Conducting, Harp, Brass and Wood Wind 
Instruments, Dramatic Expression, English and Psychology 


Send for complete catalog 


Columbia School of Music 
Box E, 509 South Wabash Avenue, Chicago, II. 


When you write to our advertisers always mention THE ETUDE. 
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ice short sentences as: 
made Madam glad.” “This 


‘Teacher-Inventor 
By Harry Hull Everitt 


WEVE a considerable fame on the 
would seem enough for one 
e the teacher and mentor 
nd, and of Adolphe Nourrit, 
st of French tenors, should sat- 
her. To invent an instrument 
; been a boon to many a singer, a 
zacy to the medical profession 
rhich it has saved numerous lives, 
ye been the pride of many an in- 
“Yet Manuel Garcia, who lived to 
id age of one hundred and one, 
all these honors unto himself. 

ywn words he shall tell how he 


the laryngoscope: 
in the autumn of 1854 I was stroll- 
‘alais Royal, preoccupied with the 
g wish, when I saw the two mir- 
we laryngoscope in their respective 
c i actually before my eyes. I 
i OCharriere, the surgical instru- 
r, and, asking him if he happened 
a small mirror with a long handle, 
ed with a dentist’s mirror. Return- 
placed against the wvula the little 
tich I had heated with warm water 
lly dried), then flashing on its sur. 
a@ hand mirror a ray of sunlight, I 
e the glottis wide open before me, 
posed that I could see a portion of 
@ From what I then witnessed it 
} conclude that the theory attribut- 
lottis alone the power of engender- 
‘ confirmed, from which it fol- 
t different positions taken by the 
the front of the throat have no 
ttever in the formation of sound.” 


to Tell a Tenor from a 
Baritone 


By Perley Dunn Aldrich 


Lt 


ink it is easy to classify voices 
at one hearing. Most voices can 
ied easily of course, because 
r so decidedly to this or that 
‘it would be difficult to make an 
it there are other voices less dis- 
le—like mezzo-sopranos with good 
s and baritones who can sing 
gh. These baritones are often 
ho sing high notes so “thick” or 
hat the real mixed voice is smoth- 
wing as they do, it is a little dif- 
Il where to place the voice. 
if experience has led me to be- 
test is almost sure. If the 
ops sounding on C (second 
f) or even B natural or B 
is probably a tenor. If there 
yw this, and they have a hol- 
7 sound that is not really vocal, 
) is that the voice is tenor and 
High notes can be developed 
s but low notes cannot. 
nomenon occurs in these 
is rather interesting. The first 
the C are liable to sound 
-Sbriglia told me that when 
first studied with him, 
@ baritone for some years, that 
were strangely weak. After 
sen replaced as a tenor, they 
eautiful and sure. In chang- 
d baritone to a tenor, one 
mind that the lower octave, 
as the high notes, must be 
aritone. These notes being 
hed in the true tenor quality, 
ates follow on as a matter of 
ear in mind that if the notes 
] e notes, husky and breathy, 
ty is that they cannot be de- 
-yoice must be replaced as 


¢ that must be taken into 
in classifying a tenor voice 
er of the notes just above 


7. 


Singer’s Etude 
; (Continued from page 535) 
down the intervals, it is ad- Jate flashlight starts’? “Fruit grew soon 


it Troon.” “Man nodded knowingly.” 
(Parts V to X will follow.) 


middle C. The D, E flat, E and even F may 
be taken by the tenor quite “open” if they 
are correctly produced. But the baritone 
voice begins to sound very labored on D 
and E flat. The tenor, too, will very soon 


be able to produce the real “mixed voice”. 


on F, F sharp and G, though the baritone 


cannot. 
The only exception to this rule is 


.the 


voice the French call a, Baryton Martin. 
We call it a lyric baritone or, sometimes, 


a baritone tenor. 


This voice has baritone 


notes at the bottom and a few tenor notes 


at the top. 


Sometimes this voice is very 


beautiful but a great puzzle to the teacher, 
for it is almost impossible to develop depth 
enough to serve as a baritone and equally 
difficult to develop enough tenor notes to 
serve as a tenor, as the voice fatigues 


easily at the top. 


Great care is necessary 


in classifying such voices and the greatest 
of teachers sometimes go wrong in trying 


to make tenors of them. It is almost 


im- 


possible to make a career with this kind 
of a voice, even if it is very lovely in 
quality, for it is not entirely satisfactory 


either as a baritone or as a tenor. 


How- 


ever, it is a fine voice for songs and most 


useful as a teacher’s voice. 


If it is well- 


trained, the teacher can illustrate for both 


tenors and baritones. 


“T agree that many translations 


are 


ridiculously poor, and that even in the best 


of them some of the “inner meaning’ 


of 


the words may be lost; but I ask whether 
it is better to lose some of this precious 
‘mner meaning, or to lose all the mean- 


ing ?”—Davip BIsPHAM. 


Answers to 
| (2an You Cell? Ser 


(see pace 500, THIS Issuz) 


1. Coda, from the Latin cauda, 
meaning a tail. The con- 
cluding portion of a musical 
composition. 

2.°A change of “spelling” 
without a change of sound. 


3. The art of passing from one 
key to another in the course 
of a musical composition. 

4. A group of three equal notes 
to be played in the time or- 
dinarily allotted to two of 
the same kind. 


5. Henry Purcell. 
6. Dr. Lowell Mason. 


7. Scales having a Tetrachord 
in Common are called Re- 
lated Scales. The Related 
Scales of any Major Scale 
are those found on_ its 
Fourth and Fifth Degrees; 
the Relative Minor Scales of 


each of these are included 
in the related group. ; 
8. Unity, Variety and Pro- 
portion. 
9. The difference in pitch be- 
tween any two musical 
sounds. 


10. Intervals are named from 
the number of letters in- 
cluded; but the kind of in- 
terval is governed by the 
number of half-steps  in- 
cluded. 


WATCH FOR THESE TESTS OF YOUR STORE 
OF KNOWLEDGE, APPEARING IN EACH 


ISSUE OF “THE ETUDE MUSIC MAGAZINE.” 
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CHICAGO 


MUSICAL 
«« COLLEGE 


HERBERT WITHERSPOON, President 


FALL TERM OPENS SEPTEMBER 12 


More than 125 teachers of world-wide reputation. Private 
lessons only or courses leading to Teachers’ Certificates, 
Graduation and Degrees in Piano, Voice, Violin, Cello, 
Church Organ, Movie Organ, Theory, Public School Music, 
Dramatic Art and Expression, Toe, Ballet, Interpretative 
and Classical Dancing, School of Opera, all Orchestral In- 
struments, Chautauqua, Lyceum, Concert and Languages. 


SS 
FREE FELLOWSHIPS 


(Two Private Lessons Weekly) to be awarded to the students who 
after an open competitive examination, are found to possess the 
greatest gift for playing or singing. 


PROFESSIONAL DEBUTS, 
ENGAGEMENTS and SITUATIONS 


Public debuts are given artist students in Central Theatre, Chi- 
cago, when they are ready to commence their public careers. A 
special bureau established in the College assists artist students 
in obtaining professional engagements. Graduates who have quali- 
fied as teachers will be assisted in securing situations without charge 
to teacher or employer. 


STUDENT DORMITORIES 


Artistic and comfortable dormitory accommodations for men and women in 
college building. Piano furnished with each room. 
Make reservations now. 


Prices reasonable. 


COMPLETE WINTER CATALOG ON REQUEST 


_ Summer Master School 
_ June 27 to August 6 (Six Weeks) 


SUMMER CATALOG ON REQUEST 
Address 


CARL D. KINSEY, Manager 
60 E. Van Buren St. 
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Chicago 


A Conservatory Pledged to the Highest Artistic Standards 


Please mention THE ETUDE when addressing our advertisers. 


THE Bf 


Musi 


nserbvatory “AL 


AFFILIATED WITH THE UNIVERSITY OF CINCINNATI 


(3 


Cuca 


BERTHA BAUR, President and Director 


For Sixty Years Noted for the Highest 
Standards of Attainment 


Certificates, Diplomas and Degrees 

Awarded, ; 
Faculty of distinguished artists. 
Beautifully situated within a ten-acre 

campus, all dormitories and buildings are 


owned and operated by this Conservatory. 


Offers courses in Piano, Voice, String 
and Wind Instruments, Organ, Theory, 
Opera, Dramatic Art, Languages and 
Dancing. Public School Music (Ac- 
credited). Teachers’ Training School, 

Master School for Artist Pupils. 


4 
Address Registrar Dept. E for Catalogue and Information. 
Highland and Burnet Aves. at Oak Street, Cincinnati. 


Detroit Conservatory-;Mus 


Concert Hall Main Building South Wing 


Burnet c Tuthill, General Manager 


DANA’S MUSICAL INSTITUTE 


WARREN, OHIO 


The Only University of Music in the World 


All branches taught on the daily lesson plan 


Special Music Supervisors Course 


Catalogue on application to LYNN B. DANA, Pres. Desk EE 


Obhe Clebeland Tustitute 
ee ea of (/)usic 


/ ; Offers Complete Courses for 
Students of all Grades 


Voice - Piano - Strings - Theory - Orchestra 


Four year course leads to Bachelor of 
Music degree or teachers certificate. 


iE’ a Nico S 
} "ies onservatory of Tiusic 


Francis L. York, M. A. 
President 


A Department of Lawrence College 54th YEAR 


Finest Conservatory in the We 


; 


Piano, Voice, Violin, Cello, Organ, Public School Music Supervisors Course 
1 ends to og of] Educasion deze con- Offers to earnest students courses of study based upon the most 
Bend Insemenes Pubes School Mia Bacalindt ee mieicy AEE modern educational principles. Renowned faculty of 80, Students’ 


orchestra, concerts and recitals. Diplomas and Degrees conferred. 
Teachers’ certificates. Desirable boarding accom 


Fall Term Opens September 12, 192; 


Unrivaled Free Advantages 


Piano—Francis L. York, M. A. ; Elizabeth John- 
son, Georgia Richa urdson Bashorsille, Alle D. 
Zuidema, Mus. Doc.; Helen Andrus Merrill, 
pe Doty, W rihelmina Sutzs Mus. Bac. ; and 

40 additional instructors. 

Organ—Francis L. York, M.A. ;Alle D. Zuidema, 

ADs yOCr NTs Sem Mrs. Chas, H. Clements, Miss Blizabetl 
Cello—Jules L. Klein. Bennett, Fred H, Protheroe, Carl Mann, 
Harp—Winifred Carter. A. W. Davis. 


Theory, Harmony, Composition—aAlle D. Zul- 
Violin—Earl W. Morse, E. N. Bilbie, 


dema — Post Graduate work in this depart- 
Braun, Paul Bukantis, Max Roguckt, } 


ment. Francis L. York, 
Normal Training for Piano Teachers— Raymond Brown. 
Francis L. York, M. A. 


Examinations Free. For Catalog and Other Information, Address _ 
JAMES H. BELL, Secretary — 5035 Woodward Ave., Box7, Detroit, Mi 


Send for catalogue outlining courses and fees 


Public School Art, Dramatic Art. Mrs. Franklyn B. Sanders, Director 
| 2827 Euclid Avenue, Cleveland, Ohio 


Orchestral and Choral Training, 


Music Festival, Artist Recitals. Band Instruments 2 


School of Expression— 
Mrs. Ethlyn Briggs Mann. 


Dancing—NMrs. Ethlyn Briggs Mann. 
Singing—aArchibald C, Jackson, Marshall P 


Dormitories Free Catalog on Request 


= se pee rana ~ 2 " is ~ oo 
All branches, study. 35 specialist teach- 
ers. Courses lead to Mus.B. degree. Cultural 
and social life of Oberlin College. High School 
course or equivalent required. Opens Sept. 20th, 
Oberlin Conservatory of Music, Oberlin, Ohio 


Address: CARL. J. WATERMAN, Dean 


Appleton, Wisconsin 


PEEP EEE EEE EEE 
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DUNNING SYSTE oe 


The Demand for Dunning Teachers Cannot be Supplied—W: 


NORMAL CLASSES AS FOLLOWS: 


MRS. CARRE LOUISE DUNNING, Originator, 8 West 40th St., New York City, July 14th. 
Katharine M. Arnold, 93 Madison St., Tiffin, Ohio, Arnold School of Music. New York City Address, 16 E 
Allie Edward Barcus, 1006 College Ave., Ft. Worth, Tex., July 7th, San Antonio, Texas; August 
Elizette Reed Barlow, Cor. Se Ave., Ist St., Winter Haven, Fla.; Elizette Reed Barlow feng tor 
Classes, Asheville, N. C., Jul 
Catherine Gertrude Bird, 658 Collin wood Avenue, Detroit, Mich. 
Grace A. Bryant, 201 10th Ave. N., Twin Falls, Idaho. 
Mrs. Jean Warren Carrick, 160 East 68th St., Portland, Oregon —Normal Classes. 
Dora A. Chase, Carnegie Hall, New York City: Pouch Gallery, 345 Clinton Ave., Brook! in Biles 
— begs 201 Wellsten Bldg. ., 1506 Hodamont Ave., St. Louis, Mo. Teachers’ in 
hicago, Ju’ 
Adda C. Eddy, 136 W. Sandusky Ave., Bellefontaine, Ohio; Spring, May 16th, Indianapolis, Ind.; ye 
Earl y Fall, Columbus, Ohio. 
Beatrice S. Eikel, Kidd- Key Cotlege, Sherman, Texas. 
Ida Gardner, 17 East 6th Street, Tulsa, Okita 
Gladys Marsalis Glenn, 1605 Tyler St, Amarillo, Tex., July [Sth, aa = sea N.M. 
Florence Elizabeth Grasle, Lansing Conservatory of Music, Lansing : 
om ir MacDonald—13434 Detroit Avenue, Cleveland, Ohio; Fayetteville, Arkansas, July Sth; C! 
ugust 10t a3 


IMPROVED 
MUSIC STUDY 


Inc. 


Drake University 


DES MOINES, IA, 


MUSIC DRAMA 
ART 


Full courses in Music and 
Dramatic Art 


Enables You to Teach Systematically, Intelligently 
Thoroughly and Interestingly 
Practical Normal Training Courses 
for Teachers Will Be Held 

June 2ist, Cincinnati, Ohio, July 28th, Chicago, Ils. 
Early Fall, Columbus, Ohio. Other places, Set eepelis, 
Ind., Bellefontaine, Ohio, Savannah, Ga.,Miami, Jac 
ville, Fla., Wichita, Kans., Pasadena, Calif., St. (Louis, Mo. 


For Information and Booklet, Address 


MISS ADDA EDDY 
136 W. Sandusky Ave., Bellefontaine, Ohio 


MILLIKIN CONSERVATORY OF MUSIC 

DECATUR, ILLINOIS 

Offers thoro training in music. Courses leading to 

Bachelor of Music Degree, Diploma, and Certifi- 

cate in Piano, Voice, Violin, Organ, Public School 

Music Methods and Music Kindergarten Methods. 
Bulletin sent free upon request 

W. ST. CLARE MINTURN, Director. 


Degrees: Bachelor of Music; 
Bachelor of the Science of Music 
(Music Supervisors) 


Bachelor of Expression 
(Dramatic Art) 


For full particulars write 


HOLMES COWPER 


Dean College of Fine Arts 


MUSICAL LITERATURE 


Ask for “Descriptive Catalog of 
Musical Literature Works.” 


THEODORE PRESSER CO. PHILA,, PA. 


PLAN NOW FOR YOUR FALL 
MUSIC COURSES AND DON’T 
OVERLOOK THE ETUDE AS 
A MEDIUM TO MAKE YOUR 
ANNOUNCEMENTS 


When you write to our advertisers always mention THE ETUDE. 


Mrs. Kato Dell Marden, 61 N. 16th St., Portland, Oregon. 4 
~~ wenas elgg Mason, 1927 Classes—August, Chicago, Ill., 10834 Prospect Ave.; July, 

3212 E. Douglas. wo 
Robin Ogden, Box 544, Waterbury, Conn. 
Mrs. Laud German Phippen, 1536 Holly St., Dallas, Texas. Classes held Dallas, Texas, and Ada, 0 
* Irving Prince, 4106 Forest Hill Ave., Richmond, Va. Jan., June, Nov. of each year. 

Saag: Ryan, 1070 Madison Ave., New York City. 

H. Seymour, 1219 Garden St. San per Texas. - 

Isabel M. Tone, 626 S. Catalina St., Les Angeles, Calif 
Mrs. H. R. Watkins, 124 East 11th St, Oklahoma City, Okla. 


INFORMATION AND BOOKLET UPON REQUEST 


It identities you as one in touch with the higher ideals of ort and Ife, 
akc 
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SAYS “‘getintomusic.” 

eres pencirester 
‘oung people to cultivate 
ay “bump’’in school band 
chestra. For his own band, 
5a chooses Conn instrumentsas 
: finest in tone, easiest to blow. 

u wil I profit by his example. 
TRIAL, Easy Payments on 
‘Conn for the band or orchestra. 
pr free literature and details. 


5. Conn, Ld., fad aid Bids. 
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pt aN TRUMENTS 


.. CORNETISTS — SAXOPHONISTS 
RINETISTS—TROMBONISTS 
GET eae aE ore 


VInrtoso Mmuste SCHOOL, 
Buffalo, N. Y. 


a —-—— , 


For 2 Full Orchestrations I 
Lelawala,Indian Dance, R.S.Stoughton 
Lucia, ValseEspana, Frank R. Bertram | 
Exceptionally attractive mumbers- 
arr. by Hildreth. Parts for all rec- | 
I 
I 
I 


ized orchestral insts. inc. saxo, 
ones; fully cued—effective for 
lane or small combinations, or 
solos, trios, etc., with piano acc, 
YOU WILL ALSO RECEIVE: 
c in Public School i mare Grades | to VIII, Smith 
il Once opto om Pi sist. 
oplay janis 
h w American Trade Mar! 
chool Vocational Music Department . 
‘Orchestras and Bands—Pictures and Facts 


fe! of a Strolling Piayer............. Rackett i 

pBeod in New Music ............... del peat l 
ea arcs Sabin The Flutist.. . «Powell 

Barroll TheTenor Banj st. .Weidl | 
jist.......Toll The Drummer. Stone 


vet Player Bach The Dance Orchestra Reisman | 
the above for 20c postpaid. This is 
d " naslvrspapeaoumingel friends Jacobs’ Orches- ] 
fi America’s unique democratic music maga- 
et. ble to supervisors, students, professional 1 
ian: Send 20c (stamps or coin) with this ad to 
sr Jacobs, Inc., 120 Boylston St., Boston, Mass. ] 
| prefer 2 pana numbers instead be above music 
he a 0; if 5 piano se check here 0. If 
é allthe music (2 band, 2 orchestra and 5 
numbers) emit 40c and check here (). 
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ST Faust School of Tuning 


STANDARD OF AMERICA 
ALUMNI OF 2000 
Piano Tuning, Pipe and 
Reed Organ and Player 
Piano. Year Book Free 


1} 27-29 Gainsboro Street 
BOSTON, MASS. 


MAIL ORDER SERVICE 
PARTS OF THE COUNTRY ~ 


strings, Violin bows, cases, 
rests, rosin, pegs, mutes, 
Violin fingerboard charts, pitch 
tuning forks, Mandolin picks, 
pee, Ukulele picks, Saxophone 

inet reeds, batons, kinder- 
y instruments and many other 
musical merchandise are car- 
stock, making it possible to give 
i delivery on orders. 


of Leading Orchestras and 
Teachers use 


‘BRAND VIOLIN STRINGS 


e,Len h E Strings.. 15¢ 
Le “ Strings... 15c 
eines: ve hae 


: roe 
ca Saale), iz : 


steerer tee e sens Fe 


’ poaeee Climates Use Press- 
Waterproof Violin 


Band and Orchestra Department 
(Continued from page 506) 


band men of his day as: is John Philip 
Sousa now, but the public of his day knew 
absolutely nothing of him. 

When we think of George D. Barnard, 
putting in time in the training of an 
isolated community band—great though 
this work is—we wonder how it is possible 
for the American people to neglect such 
genius! He has to his credit maybe a 
thousand excellent compositions some of 
which are as good in their class as any 
ever written. Such a one should be en- 
abled to devote all his time to creative 
activity; yet he is compelled, it seems, to 
have an avocation of routine work. 

3arnard is but one of.a long list of 
composers similarly situated. I could men- 
tion the “boys” of to-day—E. Chennette, 
“Bill” English, Fred Jewell, Barnhouse, 
Dalbey—none of them needing charity, of 
course, and some quite abundantly supplied 
with this world’s goods, but few of them 
with time enough to spend on the process 
of actual composition. 

The gist and moral of all this is that it 
would be well if the aforementioned clubs 
would search the fields close to them— 
discover, proclaim and foster this talent, 
if they would advance the cause of the 
“American Composer” and “indigenous 
American music.” Too exclusively and 
too continuously have they centered their 
eyes upon the pianist and song writer and 
have been blind to this plant of lusty 
growth. 


A great many individuals who are inter- 
ested in music are inclined to look askance 
at the brass band, especially the “town 
band,” or amateur organization. But, if 
they are open-minded enough. to inves- 
tigate, they will soon be converted to the 
knowledge that much has been and is be- 
ing accomplished in these activities and 
that the potentialities for development of 
real American music are greater here than 
in any other field of art. 

It would be a very interesting study to 
look up the lives of these workers and read 
of their achievements, modestly accom- 
plished, but of real worth. True Amer- 
jcans may well experience a thrill of 
‘pride when the solid excellence of their 
compositions is realized. 

But few of the names of this group 
have been touched upon here. It would be 
interesting to compile a list of “American 
composers” who have successfully written 
for the American band and_ orchestra. 
Such a list would be a revelation to the 
average club woman, especially with the 
realization that those with a musical “smat- 
tering” would not be given a place on it. 

They must know that to be recognized 
thus one need be a “real” musician, must 
thoroughly understand harmony, must be 
clever in counterpoint and must have prac- 
tical technical knowledge of the various 
instruments. Such a one is a “composer” 
by right. Through him has the greater 
part of the advances in American music 
been accomplished. 


Quips from the Band Room Log 


By J. B. Cragun 


Don’t seek a better part to play. Strive 
earnestly to play better that part to which 
you are assigned. 

Do come to immediate attention at the 
signal of the baton. Sit well in your 
chair, eboth feet on the floor, shoulders 
back, head up, instrument in position. 

Dowt blow while your neighbor is tun- 
ing up his instrument. 

Do watch intonation all the time, for 


your instrument will change pitch with the 
temperature of the room and after you 
have blown 20 or 30 minutes. 

Dowt think because you are assigned 
to a third cornet part that you are not get- 
ting much of a chance. You are learning 
more real reading than you would if given 
the first part. 

Do practice your long tones at home 
whether or not you practice anything else. 


Letters from Etude Friends 


Wind or Wynd? 


To THE Hrupe: 

Might I be allowed to express an opinion 
in regard to the question raised in a recent 
Bru pE, Wherein you agree that the word 
“Wind” should be sung to rhyme with such 
words as mind and hind and not as it is used 
in speech ?, 

I have always understood that it is the 
object of every singer to give each word its 
right meaning by using correct pronunciation. 
Then why single out the word “wind,” mean- 
ing the wind that blows, and change it to 
“wynd,’’ which means something totally dif- 
ferent ? 

Take the following first four lines of the 
well-known hymn, Lead Kindly Light: 


Lead kindly Light, amid the encircling gloom ; 
Lead Thou me on, 

The night is dark, and I am far from home, 
Lead Thou me on, 


Obviously the last word in the third line, 
though presumably a rhyme with “sloom,” 
is not sung “hoom.’ Then why insist on 
“wynd ?” 

Still another example: though Wordsworth 
placed the words, “Ghost,” “most” and 
“Pentecost” as the ending of three lines of a 
hymn, nobody ever heard the last word al- 
tered to “Pentecoast.” 

Many instances can be quoted. In fact, 
almost in any poem set to music similar ex- 
amples can be found. Yet no question is ever 
raised about altering the pronunciation. 
Would it not be as well to be consistent and 
set a definite standard for the word “wind?’ 

From the above I think we can agree that 
we have both ear and eye rhymes, and, while 
poetical licence may allow the alteration of 
the pronunciation of a word, I do not think 
singers are justified in doing so. 

I might add that several of our leading 
adjudicators in music in New South Wales 
have taken the same stand. 


I would like also to express my appreciation 
of the value of THp Wrupyw. I look forward 
to its coming as it adds considerably to one’s 


musical knowledge, especially in regard to 
the various articles as given by the most 


able exponents. 
T. W. Brown. 


Test Games 
To THY Drupn: 
I realize that you, like our good friend, 
the late Mr, Presser, are very much _ in- 


terested in the work and welfare of the modest 
little musie teachers, as well as the more pre- 
tentious ones. At present I have four musical 
history cJasses meeting regularly, each class 
doing very good work. 

I am using the “Standard History of Music” 
(Cooke) and consider it admirably adapted 
to teaching puree The first part of the 
Jesson period is devoted exclusively to the 
history assignment, and the second part to the 
rendition of a short musical program, followed 
by a musical game. 

My games are arranged to meet the especial 
needs of the various classes. For instance, 
I use a game called Musical Spelling Game, 
one in which the pupils pronounce and spell 
names of various musicians. Then, again, I 
have a game which I call Musical Detinition 
Game. In this one the pupils define names 
and terms. Then, too, lL use the various styles 
of compositions of the masters, such as operas. 
symphonies and oratorios, as the basis for 
other games. I find that the games form a very 
interesting means of review. Of course, ‘I 
usually give some little prize to the winners 
at the close of a game. 

Receive my kind regards and very best 
wishes for the continued success of Tue Ervcpr 
Music MAGAzINE, and gratitude for your ef- 
forts to assist the musie teachers. 

Jessin Zopve.. 


“All musical people are predominantly 
singers or instrumentalists. Both the in- 
stinctive enjoyment of the aig 2 and the 


more judicious appreciation of the critic 
are inevitably colored by this distinction.” 
—Enrrk BrewerToNn. 


JULY 


LORY 


Pu rest expression of 
your artistic ability~ 


assured witha Martin 
] N 


responsiveness, in volume, in accuracy of 


tone and pitch, you can always look for 
masterful performance from your Trombone, 
Saxophone, Trumpet, Cornet, ae other band in- 


strument, if it is one of the 


MARTIN 


BAND INSTRUMENTS 


Built by hand by true artist craftsmen, Martin 
Handcraft Instruments are rightfully proclaimed 
“The World's Finest.” Used by members of 
nationally prominent professional organizations 
in all the music centers of the world. 


Old Violins $75 up 


famous 


Get Our Catalog 


We guarantee the A veritable encyclopedia 
authenticity and value of over 3,000 different 
of every Old Violin musical instruments and 
we sell. Our experts — ]. 0 
know world values, and @°°°SSPTI€s. ou otes 
we sell as well as buy Same | fair prices you 
Old Violins in all parts would pay in any of 


our stores. Explains de- 
ferred payment plan. 


of the world. Send, for 


special catalog. 


WuruilzeR 


The World’s Largest Music House 
Stores and Dealers in Principal Cities 
Tue Rupotpn Wurtitzer Co., Dept.B 265 


121 E, 4th St.,Cincinnati 120 W. 42nd St., New York 
329 S. Wabash Ave., Chicago 816 §. Broadway, Los Angeles 


Please send me without obligation your 
complete 1927 catalog of Martin, Wur- 


litzer, and other musical instruments.. 0 
Please send me catalog of Old Violins. 0 


Wames (gaits >see natal © ¢ «ince asialaeins wire 
PAACe Ota s \c\s sien Ce oc Ualb aate aaa 3 eee 
City teers sia: » State wales frame 
FRateUWene.c 2 i ev dencuwewe Saam ero ani 


200 Sheets $ 


100 Envelopes and 25 Cards Riad 
PRINTED NAME AND ADDRESS PAID 


High grade clear white bond paper; size 6x7 in.; envelopes 
to match. Name and Address Printed on every sheet, 
envelope and card in dark blue ink. To order send $1.00, 
Agents Wanted Everywhere. 
ELITE STATIONERY PRESS 
410 W. College St, Brownsville, Tennessee 


GI IU IU IGG 


AXEL CHRISTENSEN 


(Famous Vaudeville and Radio Star) 
Will Teach You 


| JAZZ PIANO PLAYING 
IN 20 LESSONS 


His wonderful system has made thousands of 
successful pianists since 1903, 


There is a *CERISTENSEN SorOoL” in nearly 
every city—see your phone book forlocal address—or 
Fessons given by mail. SEND FOR FREE BOOKLET 
GET AXEL’S shy howd fo eps INSTRUCTION showing how 
to “Jazz Up any tu’ ith new breaks, fills, bass and chord work, 
front your local teacher Or sent. postpaid for 82. 
If there {s no “Christensen Schvol’’ fx 
PIANO TEACHERS: j),5" town, this is sour polden oppatties 
nity—write quick for lucrative proposition. 


CHRISTENSEN SCHOOLS OF POPULAR MUSIC 


RY PRINTERS 


and sic PRINT ERD 


CANY PUBLISHER OUR REFERENCE 
o~ ~~ WRITE FOR PRICES ~ ~~ 


2054 W. LAKE ST. CHICAGO. ILL. 


identifies you as one in touch with the higher ideals of art and life. 
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NEW YORK SCHOOL OF MUSIC AND ARTS. 


26 WEST 86th STREET New York's Oldest Music School RALFE LEECH STERNER, Director 
Many new and wonderful features planned for the coming season by this institution. | 
Same celebrated faculty headed by Ralfe Leech Sterner, Arthur Friedheim, Paul Stoeving, Frederick Riesberg 
and other celebrated masters. 
Frank Stewart Adams, Director of Motion Picture Organ Department. 
For seven years organist of Rivoli and Rialto Theatres, New York City. . 
Individual Instruction. Entrance at any time. 
SEVERAL FREE AND PARTIAL FREE SCHOLARSHIPS OPEN FOR COMPETITION ; 
A real home for music students. 


Dormitories in School Building. 


Many Free Classes and Lectures. Diplomas and Teacher’s C ‘ertificates., Public Concert every Thursday night. Vocal, Piano, Violin and all Instruments. Public Schoom 
: Music Dept. Dramatic Art, Drawing and Painting, Interior Decoration, Dancing and Languages. 
ILLUSTRATED CATALOGUE ON REQUEST : 


————————— 


Syracuse University 
Harold L. Butler, Dean 
Syracuse, N. Y. 


Founded by the late A. K. VIRGIL Conservatory of Musi 


(Originator of the Virgil Method, Inventor of the Virgil Practice Clavier) 
For Teachers, Players and Earnest 
PHILADELPHIA @ 
ACCREDITED ‘ 4 
4 


MUSIC, ART, ARCHITECTURE 


900 STUDENTS 42 INSTRUCTORS 
Four-year Courses in 


For all particulars address: THE A. K. VIRGIL CLAVIER CO., or 
MRS. A. K. VIRGIL, Director 


Phone Susquehanna 10485, 510 fest et END sharks 
NO OTHER ADDRESS YOR 


Special Courses Students of All Grades 
FORT YEAR 


Piano, Voice, Organ, Violin, Com- 
position, Public School Music 
leading to the Bachelor’s degree 


A School for the Beginner, 


Summer Session July 5th to August 12th 


Unexcelled advantages for the study of music. 
Special students may enter at any time. Dormi- 
tory with 42 practice pianos res served for women 


Ambitious Amateur an 
the Professional Musici 


No Entrance Requirements except for — 


—College of Fine Arts— = oe VIRGIL SCHOOL OF MUSIC COMBS 


music students. Five pipe organs 


Certificate, Diploma and Degree Cour. 


TWO NEW COURSES 
CRANBERRY INSTITUTE OF MUSICAL ART 


FRANK DAMROSCH, Director 
PIANO SCHOOL 120 Claremont Avenue New York, N. Y. 
149 East 61st St., New York, N. Y. CRITICAL AND PEDAGOGIC COURSE 


F or PI ANI STS for Teachers and Advanced Pianists under CARL FRIEDBERG 
a 9 
ACCOMPANISTS and TEACHERS NORMAL COURSE FOR TEACHERS 


Methods of interrelating all theoretic subjects and correlating them 


Instruction in all branches. Orchest 
and Band Departments. Two Complete 
Student Symphony Orchestras. Peda- 
gogy and Normal Training. Appro 
and Accredited Courses in Bublic Scho 
Music. Degrees Conferred. 


SIX SPACIOUS BUILDINGS — 
DORMITORIES FOR WOMEN — 
.y 


oe Touch-Hearing-System. Send for Booklet. with the study of piano, violin, voice, etc. Send for Illustrated Catalog 
dd 3ranb abe ret Aa a ely BT TUITION FEES VERY MODERATE. CATALOGUE UPON REQUEST, ADDRESS DEPT. U 
imme Sc 1001 of usic, June th to July a ens,Ga 
Gilbert Raynolds Combs, Direct 


ADMINISTRATION BUILDING 


1331 Sourn Broap Stree 
OVER 250 PIANO PIECES AND STUDIES 


by A.M. VIRGIL 


Wonderfully successful and attractive. Largely used by “Up-to-Date” Teachers 


JUST OFF THE PRESS ! 


Romance, 75c A Poetic Fancy, 60c Second Nocturne, 75c 
The Moonlit Sea, 75c Toa Nightingale, 90c 


Music sent on Selection—Thematic Catalog on Request 


VIRGIL PIANO CONSERVATORY, 139 W. 72nd Street, New York City 


Zeckwer-Hahn 
Philadelphia Musical Academ 


57 years of continued success in training music 
Highest Standards of Musical Inst; 
For year book, address 


Charlton laws Murphy, Managing Di acto 
617 Spruce Street 


SUMMER Sata 
TERM comnts 
Pittsburgh Musical Institute, I 


131-133 Bellefield Avenue — 
PITTSBURGH, PA. 


—_ Th heat 


Effa Ellis Perfield 
Classes in Musicianship 
Trinity Principle Pec lagogy 
Sight {nots ‘Do-re-mi” 
pes ‘Intervals” 

Singing ( “ “Numbers” 
SUMMER SCHOOL JULY 
Normal Teachers in Every State 
Address: 121 Madison Ave., New York 


I 2 m 

INTERNATIONAL CxtioNAL AGENCY 
MRS. BABCOCK 

OFFERS Teaching Positions, Col- 

8 a Conservatories, Schools. 

Also Church and Concert Engagements 


CARNEGIE HALL, 


AMERICAN INSTITUTE OF APPLIED MUSIC 
MP TB O11 Wort Pitty niath ocreel New torkeey) ga 


A SCHOOL FOR THE STUDENT AND TEACHER 
KATE S. CHITTENDEN, Dean of the Faculty 
Summer Session, July 5th to August 12th, 1927 


Private anp Crass Instruction 1n PraANo AND THEORY 
Normat Trarninc Cotrse Leapinc To A TEACHER’S CERTIFICATE 
For Booklet write ETHEL McINTOSH, Managing Director 


NEW YORK 


THE NATIONAL CONSERVATORY 
OF MUSIC OF AMERICA 


Founded 1885 by Jeannette M. Thurber 
Only Conservatory Chartered by C.ngress, 


43rd Season opens October 8rd. 


Enroll Sept. 29, 80, Oct. ist. 
xtatte. Fue pare ad vle Margt utes ae Bh i 
opold Lichtenberg and others. 


ALL BRANG HES TAUG AT 
Address Sec’y, 53 W. 74th St., N. Y. City 


Oldestandmostpracticalsystem, 
The Cou rtright A great opportunity for teachers 


System of Musical to specialize in this unlimited J.J. Shubert 


fold. Write for partienlars in  Sfarquerite Clark 
Kindergarten correspondence course, 


Mrs. Lillian Courtright Card, 116 Edna Ave., Bridgeport,Conn. 


VIRGIL PORTABLE KEYBOA g 


For Pianists and Piano Students 


Keep Up Repertoire 
Perrect Your Trecunic 
STRENGTHEN Fincers oN THIS INSTRUMENT 
Key Action Perrect 
Toucu Licur to Heavy 
Catalog on request 
VIRGIL PIANO SCHOOL CO. 
137-139 West 72nd Street New York City 


Permanently Adopted by Foremost Teachers 
STANDARD HISTORY OF MUSIC 


By JAMES FRANCIS COOKE PRICE, $1.50 


A FIRST HISTORY OF MUSIC FOR STUDENTS AT ALL AGES 


A thoroughly practical textbook told in story form. So clear a child can understand every word— 
so absorbing that adults are charmed with it. All difficult words ‘“‘self-pronounced.” 150 excellent 
illustrations, map of musical Europe, 400 test questions, 250 pages. Strongly bound in maroon cloth, 
gilt stamped. Any teacher may use it without previous experience. 


THEODORE PRESSER COMPANY $2 PHILADELPHIA, PENNA. 
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PLEASANT 
MOMENTS 


AT THE 


PIANO 


re Best Enjoyed With an 
Ibum or Two of Melodious 


Numbers 


by 


J 


are Suggestions for 
verage Players as Well 
s Accomplished Pianists 


CELEBRATED COMPOSITIONS 
BY FAMOUS COMPOSERS 


Every good pianist, or those ambi- 

to become good pianists, will be 
thted with the 33 compositions in 
lis volume, The superb description of 
would be a list of the contents, but 
S space does not permit we must be 
ent with saying it belongs wher- 
there is a piano. 


Price, $1.00 


ELEBRATED PIECES IN 
SIER ARRANGEMENTS 


_ Those who have limited playing abil- 
are given an opportunity to enjoy 
heir own renditions of the master- 
eces of the classic composers through 
ese three to three-and-a-half-grade 
‘rangements that adhere to the orig- 
lal_ melodies and harmonies very 


ely. 
Price, $1.00 


SCHUBERT ALBUM 


ie beautiful, entrancing melodies 
Franz Schubert have perhaps a 
er Reg tlar appeal than the writ- 
of other masters of classic com- 
tion. Here are 24 piano solos that 
shag pianist can handle giving 
abert’s best short piano composi- 
excerpts from his orchestral 
S and transcriptions of some of 
vorite Schubert songs. 


Price, $1.00 


REVERIE ALBUM 


nocturne and reverie style pre- 
minates in the 23 fine melodies and 
essive numbers in this album. 
the album for the average pianist 
in “whiling away’? moments 
oe Also ideal for Sun- 
ying. 
i Price, $1.00 


CELEBRATED 
Hs LIGHT OVERTURES 


For Piano Solo 


did piano solo arrangements of 
of the most popular overtures. 

‘ showy, brilliant numbers 
ersonal enjoyment or recital ren- 


Price, $1.00 


_ _ STANDARD 
- OPERA ALBUM 


le of these 15 piano solo tran- 
" the immortal melodies 
great operas are difficult, 
are very effective and inter- 


Price, 75 Cents 
ISSIAN ALBUM 


interesting compilation of 22 

Russian composers that 
fe a real source of delight and 
to any player of fair 


Price, $1.00 


AR RECITAL 
REPERTOIRE 


Piano solos in grades four 
_ Price, 75 Cents 


NO PLAYERS’ 
EPERTOIRE 


solos giving an excellent 
f third and fourth grade 


b rice, 75 Cents 


we 


PRESSER CO. 


you write to our advertisers always mention THE ETUDE. 


Question and Answer 
Department 


Conducted by 


ARTHUR DE GUICHARD 


N. B.—No questions will be answered in Tun Erupe unless accompanied by the full 
name and address of the inquirer. Only initials, or pseudonym given, will be published. 


Meter; Ornaments. 

Q. In Czerny, Op. 740, No. 1, is the meter 
alla breve, as in some editions, or four-four 
as in others?—In teaching MacDowell’s “A 
Deserted Farm,” I find it much better to count 
2-2 beeause of the triplets. Can it be that 
meter as well as 4-4, as in my edition? What 
is the difference anyway between the two 
meters? In the Grieg “Dance-Caprice, Op. 28, 
No. 3, is the ornament in the sixth measure D 
or Dz? In several editions I find it D, then 
when the theme comes back on the last page, 
the D is sharpencd. Please explain.—Miss 
A. B., Brooklyn, New York. 

A. The Czerny number is to be played alla 
breve, two half-notes in a measure ( | =92). 


That is the pace at which it is to be played 
when it has been thoroughly mastered. When 
learning it, however, it should be taken slowly 
(four beats in a measure, four-four time, 

=92) and the pace gradually increased, 


as greater facility is gained, until the 
alla breve time is attained. You are quite 
right to count 2-2 in MaeDowell’s A Desertcd 
Farm ; 4-4 appears to be altogether wrong. In 
2-2 time there is but one aceent to a measure, 
whereas in 4-4 time there is an accent on the 


first quarter-note beat and a weaker accent 
on the third quarter-note beat. This is the 
difference between 2-2 and 4-4. The piece in 


question does not call for any accent in the 
middle of a measure except, perhaps, in the 
twenty-first measure. In the Grieg Dance- 
Caprice, sixth measure, the ornament should 
be D# because it is the leading-note of the key 
of B into which the measures 6, 7 and 8 modu- 
late, When the key of A is resumed on the 
last page, with a repetition of the opening 
measures, the D is also sharpened, for the 
same reason. (The coneluding part of Miss 
A. B.’s communication is answered by letter.) 


Composer of “Pieta, Signore!’ (Stra- 
della?) 
Q. Did Alessandro  Stradella compose 


“Pietd, Signore!’? Will you please advise 
if this is a sacred or secular composition? Is 
it an aria from a large work ?—H. A. F., Johns- 
town, Pa. 

A. “Pieti, Signore!’ known also as “O 
del mio dolee.” usually attributed to Stradella 
is not by him; it is in reality a church aria, 
composed by Louis Niédermeyer. 


Irregular time—Four against Three, 

Q. In Chopin’s “Fantaisie Impromptu,” Of 
miner, Op. 66, how should the counter time 
be carried out exactly; in other words, how 
should the four notes of each treble beat be 
played against cach bass beat of three notes? 
I have tried it in every way I know without 
success.—Marie C., Morris Park, Bronx, N. Y. 

A. The only sure method to give a _ per- 
fectly even performance of this, and of 
similar relatively irregular movements of the 
two hands, is to practice each hand separately, 
measure by measure, until each ean play its 
own part practically subeonsciously; then 
play both together. By degrees, with diligent 
practice, the movements can be performed 
flawlessly. This is the method of all tle best 
professional pianists. |I would strongly recom- 
mend the daily practice of scales in parallel 
and in contrary motion of 4 against 3, 4 
against 6, 7 against 4 and so forth. It will 
repay you. 


Interpretation of Sundry Signs. 
Please explain the use of two small 
parallel, oblique lines (as in “A’’) 


kn “B” does one begin to roll the notes in the 
left hand and play all the others in quick suc- 
cession, till the highest note of the right hand 
is reached? What do the signs in “C” mean? 
What is the meaning of “Ped. ten”? and of 
“Ossia?”—F. H., Baltimore, Md. 

A. The oblique parallel lines at “A” sig- 
nify a silence, more or less long, according 
to the character of the phrase. Yes, roll the 
notes in “B” rapidly and consecutively, from 
the lowest bass note to the highest treble note. 
The top note of the triad in “C” is to be 
played staccato and strongly accented; the 
C half-note is to be accented; the G half-note 
is to be held its full time and, perhaps, 
slightly longer. 


It 


“Ped, ten.” indicates that the damper-pedal 
is to be held down until the sign of release is 
given. The word “Ossia’” (or, or else) is 
placed before an alternative reading of a note 
or passage. 


A Toronto Teacher’s Questions, 
. Plcase tell me why a rest is placed over 
the half-note in “A 3” 


Lkobtes Bole 
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The Piano’s Most 
Vital Part! 


Te piano action is really the heart 


of the piano. It controls touch 

and, therefore, to a large extent, 
tone. It must be finely balanced— 
delicately responsive—yet built to stand 
years of usage for it is the piano’s 
chief moving part. 

The Wessell, Nickel & Gross action 
is made by the oldest, largest and lead- 
ing makers of high-grade piano actions. 
It is the world’s lhighest-priced piano 
action! It is to-day the choice of 
America’s leading piano-makers—and has 
been since 1874. Ask your dealer to 
show you different makes of pianos or 
players containing this famous action. 
To insist upon it is to make certain 
of obtaining not only a fine action but 
a quality piano. 


WESSELL, NICKEL & GROSS 
Established 1874 New York City 


When you Buy an Upri At, Grand, 
Player or Reproduahg Piano~ 


also over the octave half-note in “B?”—B. C., 
Toronto, Canada. 

A. The answer is the same in each example. 
The are both in three-part writing. In “A” 
the second part, or voice, has an eighth-note 
rest while the other parts are played. In 
“B” the same thing occurs: the bass octave 
is held for one quarter-note while the second 
part rests for the same time and plays on 
the second beat. 


How Many Kinds of Musical Memory? 

Q. i. How many kinds of musical memory 
are there and what are they? wi. Illustrate 
two different kinds of syncopation. iii. Is this 


eS 


a tie or a slur ?—N. M., Clayton, Ala. 

A. i. Generally speaking, there are two kinds 
of memory, a quick memory and a slow mem- 
ory. The former functions by itself, with- 
out effort and without special study. It for- 
gets very quickly and is not as lasting as the 
slow memory which requires attention and 
eareful study. The endeavor to acquire a 
good musical memory will show that there 
are many different aspects, to each of which 
might be applied the term ‘‘memory,”’ namely ; 
registering impressions by ear, sight, touch 
(manner of fingering special passages), solfeg- 
gio (remembering names), time, rhythm and 
analysis (as applied to the harmonie struc- 
ture). A complete treatise might be written 
upon the education of these manifestations 
of musical memory and how to acquire it. 

ii. Two types of syneopation are mentioned 
in the following: 


indicating an enharmonic 
jnterval, the AZ and Bp being the same note 
on the piano. 


iit. It is a tie, 


Coda, Episode, Stretto, Pedal-point, 
Fugue Renversée. 

Q. What is the real signification of the 
terms: code, episode, stretto, pedal-point, 
“fugue renversée?” I believe they are used 
in church music but I do not know how. To 
what part of composition do they belong?— 
A. C. D., Syracuse. 

A. Coda (Latin, tail), a few measures 
added; i. at the close of a composition; ii, or 
at the end of an infinite canon; iii. or at the 
close of a sonata or symphony to mark the 
finality .of the movement. Episode contains 
phrases which are supplemental to the chief 
subjects and answers of a fugue. Stretto 
(Ital., close, contracted) occurs in the last 
part of a fugue to bring the subject and 
answer closer together. The term is often 
used to indicate a quickening of the pace. 
Pedal-point is a long, sustained note, usually 
the dominant, on which subject, answer, 
stretto or even a cadenza are frequently con- 
structed. Fugue renversée simply means an 
inverted fugue. Quite right; these terms are 
applied to parts of the best church-musie 
compositions, as well as to symphonies sonatas, 
trios, quartets and all that is finest in clas- 
sical, contrapuntal music. 


/nsist on the Wesel, Nickel & {=== 
Gross Piano Action. 
Nes" 
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Three hundred questions for young 
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music. Teachers will welcome this series 
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tions are direct and to the point, the 
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Useful in class work as well 
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Why Scales Are So Important 


By Edgar L. McFadden 


WE ARE prone to think that the greatest 
inventions are being given to the world 
during the present age. But we could 
exist without radios, telephones, airplanes 
and automobiles. Our forefathers did 
and so could we were we compelled to. 
For can anyone conceive of the human 
race without a means of communicating 
thought? Our language is almost our 
life. Therefore we must admit that the 
alphabet of twenty-six simple characters, 
worked out sometime during the eighth 
century, B. C., is the greatest invention of 
all time. 

The musical alphabet, the scales, follow 
as a close second, for the scale is the 
foundation of our entire musical system. 
Every chord, melody, study and composi- 
tion uses some scale as a basis just as 


every word uses the letters of the alpha- 
bet. Let us not think that we can neglect 
these scales in our musical ‘education. 
They are the A-B-C’s of harmonic combi- 
nations, the alphabet of music, the inven- 
tion that has called order out of chaos 
and made of music the divinest of all the 
arts. 


Why the Need of Practice ? ? 


By Lee W. Dixon 


THE posstpitity of gaining ability to 
play an instrument through practice may 
be illustrated by the following “stunt.” 
Draw, free-hand, with pencil, a straight 
line between two dots five or six inches 
apart. Then, from the mid-point, draw a 
line of equal length perpendicular to the 
first. Next, beginning again at one of the 
dots, draw (free-hand still) a half circle. 
Measure and see whether or not the half- 
circle crosses the vertical line at its exact 


center. Try this until you can strike the 
right point every time. This is practice. 

Similarly the muscles and mind are 
trained in studying music at an instrument. 
Each selection needs to be learned separ- 
ately as in this stunt. 


Did You Know That— 


By Harold S. Farnese” 


1. Hans von Biilow, the famous conduc- 
tor, died in Cairo? 

2. Henriette Sontag was considered the 
world’s greatest soprano before Jenny Lind 
and that she died in Mexico City? 

3. Francesco Tamagno, a poor inn-keep- 
er’s son of Torino, was considered the 
world’s greatest tenor before the advent 
of Caruso? 

4. Verdi was refused entrance into a 
conservatory of music because his musical 
ability was held to be below normal? 
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‘i There are two operas named “Or 
one by Rossini and one by Verdi at 
there are two operas, “La Bohem 
by Puccini and one by Leoneaya 

6. The opera “Faust” is real 
“Marguerite” in order to disting 
from the drama by Goethe and 1 
has always been rumored that Ge _ 
many melodies suggested by his pt 
collaborated with him? 

7. Rimsky-Korsakoff, 
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8. Carl Tausig, the famous 
had such a wide stretch that h 
play double thirds with both h: 

9, The impoverished 
in his room during the 
in order to keep from freezii 

10, Schubert never could affor 
and died at the early age of t 
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still in the stage of mythology, 
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Iducation in America. By Archibald 
n. Bound in boards and published 
r and Brothers; 208 pages. Price 


lavison—internationally famous as 
le, organist, and (above all) conductor 
ard College Glee Club—has in this 
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ican musical education, and has 
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logical program of instruction. 
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of musical education, it never- 
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e€ Operas. By Paul England. 
Harper and Brothers, and bound 

pages. Price $5.00. 
1 ae ac by Olin Downes—who 
that opera, more than any 


six measures), employing the 
certain measures, is particularly 


) demands most, it seems to us, 
pedalling. How few players can 
It is not enough to play all the 
ypear on the pedal staff; one must 
absolute smoothness unless stac- 
is distinctly specified. 

a resident of Philadelphia, Penn- 
of thé foremost concert organ- 
untry. He is also a teacher of 


nswer, by C. Werner. 


ver has well named his composition, 
a sort of ready repartee be- 
Strong accentuation and firm 
hence desirable, above all in 
hat an unparalleled opportunity 
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es this effect. 


Bee, Books Reviewed g 


other type of music, pre-supposes no technical 
knowledge on the part of the listener—this 
book of Paul England's is eminently success- 
ful in its task of outlining the plots of the 
fifty carefully selected operas; and the sus- 
tained literary excellence of the volume places 
it far beyond others of its ilk, and makes it an 
enviable possession for any musician or music- 
lover. 

Mr. England has a keen eye for the strong 
and the weak points of opera; also a nice dis- 
crimination as to the relative worth of the 
noted composers in this form. ‘ 

Mention must be made of the ‘‘Short Histori- 
cal Summary” at the beginning of the book, 
which combines accuracy, brevity, and interest 
in a most laudable manner. 


Songs of Praise. Edited by R. Vaughan 
Williams, Martin Shaw and Perey Dearmer. 
Containing seven hundred and _ fifty-three 
pages, with four hundred and seventy hymus 
arranged according to type and 
Bound in cloth. Published by Oxford Uni- 
versity Press. Price, $3.00. 

That the hymns are both very melodious and 
very singable are the first points to be noted. 
Never have we discovered more masterpieces, 
more beloved folk-songs and truly exalted 
anthems collected between the two covers of 
a hymn book. The poets represented—among 
them Shakespeare, Carlyle, Milton, Browning, 
Wordsworth and Tennyson—are fitting com- 
panions for such composers as Bach, Brahms, 
Haydn, Handel and Mendelssohn. The best 
authors and composers of modern days like- 
wise figure prominently, imparting vigor and 
freshness to the collection. 


Canadian Folk Songs. By J. Murray Gib- 
bon. Bound in boards; 105 pages. Published 
by HE. P. Dutton & Company, at two and a 
half dollars per volume, 

The Folk Songs of a nation are such a 
precious record of the heart life and art life 
of its people that there are few services more 
valuable to be rendered than the preservation 
of these treasures. And just this is what 
Mr. J. Murray Gibbon has done for Canada. 

What a deal of time and patience he must 
have devoted to the collection and transla- 
tion of all these songs of his people! They 
have all the simplicity and charm which go 
with the fascinating folk melodies of France, 
In fact, some of them are adaptations, if not 
outright importations, by the French immi- 
grants who have contributed so much to the 
prosperity and culture of Canada. In this 
work the songs appear in their original 
Canadian French, and parallel with this are 
the same stanzas done into skillful, idiomatic 
and artistic English. 


Educational Study Notes 


(Continued fram page 533) 


In the Starlight, by Clarence Kohl- 
mann. 


Mr. Bernard’ Hamblen has conceived a finely 
suitable poem for Clarence Kohlmann’s beautiful 


melody. This song must be sung very expres- 
sively. 
Mr. Kohlmann, a composer of exceptional 


pleas, iP one of Philadelphia’s foremost organ- 
ists, 1s composition, The Storm, has, we under- 
stand, been widely acclaimed. 


Ninna-Nanna (Vocal), by Tito Schipa. 


An interview with Sig. Schipa—accompanied 
by biographical material—appears elsewhere in 
this issue. 

Despite his long and careful training in sing- 


ing, Sig. Schipa is self-taught in composition. 
As he told the writer of these Educational 
Notes recently, he has never had much real 


instruction in musical theory, and his songs are 
written entirely naturally and spontaneously. 
How finely he succeeds in his unguided efforts 
may be seen from a study of the charming little 
lullaby, Ninna-Nanna. Simple in form and in 
melodic line, this song—with its thoroughly Ital- 
ian flavor—is nevertheless remarkably tender and 
appealing. It is also completely original. 

“Opp.” is an abbreviation for the Italian word 
“oppure,’’ meaning “either.” In this measure, 
you may sing either the notes with the up stems 
or those with the down stems. 

On the syllable ‘dle’ of the word ‘cradle,’ 
there should be a long hold, and then a pause 
before continuing. “Night has fallen” and the 
ensuing phrase may well be sung rather mys- 
teriously; this does not mean that your enuncia- 
tion should be any the less clear. 

Notice on the word “cradle” how the voice 
imitates the syncopation which appears in the 
fourth measure of the piano introduction. 

We do not know whether the composer favors 
the high or the low F in the last measure of the 
voice part. However, you would best let your 
artistic conscience be your guide. 


’ 


Forever, by J. Christopher Marks, 


(Vocal). 


A ballad of excellence by a well kriown writer, 
Mr. Marks is particularly prominent because of 
the many fine sacred songs which have come 
from his pen. 

Because of its consonantal construction, 
“strongest steel” is a hard expression to sing; 
to sound “st” twice is something of a feat. At 
least attempt this, or you wilk be set down as a 
slovenly singer. 

There should be a hold on the word “feel.” 


occasion. . 
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to cover and we will do the rest. 
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The Biggest Musical Buy of the Time! 


“It Has Accomplished Wonders 
With My Pupils” 


Hundreds of letters like the following 


have come from enthusiastic users of 


Mastering the Scales and Arpeggios 


By JAMES FRANCIS COOKE 
Price $1.50 


“T insist that scales are the foundation of a musical education and 
have never used a book which gives the student the knowledge and 
ability that is given by Mastering the Scales and Arpeggios. 


This 
book has been a life-saver for me and I am proud to say that I have, 
with its help, accomplished wonders with my pupils.” 

Mrs. A. S. Rose 


Gabrilowitch, Rosenthal, Lhevinné, Jonas, Goodson, Bachaus and 
many others in the highest ranks of the great virtuoso 
teachers have pronounced this work invaluable 
to piano study. 


THE BooK THAT ACTUALLY PRODUCES STARTLING 


: The privi : 
RESULTS IS THE TEACHER'S GREATEST ASSET he privilege of free 


examination of any of 
our publications in the 
convenience of one’s 
studio is cheerfully 
extended, 


For even the most advanced teacher and player, 
this book offers excellent material for 
summer “brush-up.” 


Published by 


THEODORE PRESSER CO. 


1712-1714 Chestnut Street “°X\D Shititens™* Philadelphia, Pa. 
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NEW WORKS 


Advance of Publication Offers 


July, 1927 
Album of Cross-Hand Pieces—Piano...... -30 
Beginner’s Method for the Saxophone.... .40 
Book of Indoor Marches—Piano........ _ 30 
Book of Part Songs for Boys With Chang- 
STs VOICES 5 ceric wicinim. a) ale is < aie win ece/sin .30 
Brehm’s First Steps for Young Piano 
BOGMGOTS oss hk Cee oe no culties nee s +25 
Eclectic Piano Studies—Heinze.......... 35 
Forty Negro Spirituals—-White.......... -75 
H. M. S. Pinafore—Sullivan............ .50 
Himalayan Sketches—Piano—Strickland. .60 
Junior Anthem Book—Barnes...........- 20 
Manger and the Star, The—Choral Cantata 
for Christmas—Stults.............-.- .30 
Melodious Study Album for Young Play- 
ere—Sartorio ; . As* jes sees we ee 30 
Miss Polly’s Patch Work Quilt—Operetta 
-Stults Foca: Peale hap «nM tees 45 
New Collection of Favorite Songs and 
Choruses for All Occasions .......... .10 
New First and Third Position Album— 
Violin and Piano... Be ee .50 
Piano Dialogs—Four Hands—Cramm.... .30 
Playtime Book—-Piano—Adair.........- 30 
Secular Two-Part Song Collection....... +20 
Six Recreation Pieces—Four Hands 
—=—ROYHSTA § <( s% cate ees» mass sisieles 35 
Twenty-five Primary Pieces—Wright.... -35 
Twenty-four Melodious and Progressive 
Studice—Gurllit Co... 5 222 o esahis ease .30 
Violin Method for Beginners—Hathaway. .40 


You Spend Nothing Now 
But Save in Getting 
Teaching Material Early 

One of the most successful features of 
our service to music teachers, parucularly 
in connection with the On Sale plan, is the 
booking of “Early Orders” for fall sup- 
plies of teaching material. This was first 
tried as an experiment several years ago 
and it was such an instantaneous success 
and gave so much satisfaction to teachers 


that the plan has been continued and ex-' 


panded from year to year. Most teachers 
realize the importance of being able to 
start their work in the fall without being 
handicapped by lack of a ready supply 
of music covering the anticipated needs of 
students and, of course, most teachers 
know in advance that they may expect to 
enroll a certain number of pupils at that 
time and yet they must attend to the de- 
tails incidental to the formation of new 
classes and must do their best to get new 
pupils. With these things to think about, 
it frequently happens that the ordering 
of music supplies, such as instruction books, 
studies, pieces, etc., is overlooked until the 
music is actually needed for the day’s work. 
Ordering put off until that time is not only 
attended by delays in receiving the music, 
but the pupils are obliged to wait and their 
progress is retarded. To make a good start 
the teacher should have everything ready 
for the pupil when the lessons begin. To 
induce teachers to anticipate their wants 
in advance of the opening of the school 
year, it is our custom to solicit and fill 
such orders subject to delivery at any spec- 
ified date, and we also assume at least half 
of the transportation costs, thus saving the 
teacher a considerable amount in that way, 
to say nothing of the comfort and satis- 
faction experienced by a teacher when de- 
lays of this kind are eliminated. Each 
year we get an increased number of “Early 
Orders” of this kind. They are promptly 
filled and cither shipped at once or held 
until the teacher is ready to receive the 
music. In any case, it is sure to be at its 
destination before it is actually needed. 
Any teacher who has not taken advantage 
of this plan should try it this year. Get 
your fall On Sale supplies during the va- 
cation period without obligation to make 


A DEPARTMENT OF INFORMATION 


REGARDING 


New Music Works 


AND OTHER MATTERS OF INTEREST 
TO MUSIC BUYERS 


returns or settlement until the close of next 
season’s work. While most orders of this 
kind are On Sale, that is, returnable if 
not used, it is also possible to get regular 
non-returnable supplies sent at the same 
time. Many teachers anticipate their en- 
tire season’s needs in this manner, and are 
relieved of all worry as regards the ma- 
terial needed in their work All of our 
regular customers will receive a printed 
order form covering this offer but any 
teacher who does not receive the order form 
may obtain one on application or may send 
in an order, simply saying what is wanted 
and mentioning the fact that it is an “Early 
Order” subject to delivery at a specified 
date. The transportation is always pre- 
paid, one-half of the amount being added 
to the bill. The teacher is not required 
to make any advance cash outlay what- 
ever. 


Help for the Less 
Experienced Teacher 

Anyone taking up the music teaching 
profession is confronted by a great many 
puzzling problems. This is true even 
though there i$ a good foundation laid 
through special training, since such train- 
ing is necessarily, to a large extent, of a 
theoretical character. It is the practical 
side of the work that presents the dif- 
ficulties, some fancied and some real. 
Every difficulty, however, may be mastered, 
some sooner and some later. Even though 
one who takes up work of this kind has had 
a good fundamental training and knows 
how to impart knowledge or information 
to others, yet it is easy to go astray in the 
matter of material helps, such as elemen- 
tary text books, instruction books, studies 
and easy pieces. This is particularly true 
as regards piano teaching and relatively 
so as regards other branches of study. 
For the guidance of new piano teachers 
there is a great variety of worthy and use- 
ful works, many of which are in universal 
demand, and most of the better established 
works of this kind can be adopted by any 
teacher with a high degree of certainty 
as to ultimate success. Pleased and inter- 
ested pupils and parents bring more pupils 
to the wide-awake teacher. One of the se- 
crets of success in teaching is the ability 
to keep the pupils agreeably interested. 
I'or years we have been publishing elemen- 
tary, intermediate and advanced works for 
use in musical instruction and we have com- 
piled a booklet entitled “Guide to New 
Teachers on Teaching the Piano” that lists 
and describes the most important of our 
publications of this character. It is sent 
free to teachers together with full infor- 
mation as to our On Sale plan and other 
attractive features identified with our 
service. 


New Collection of 
Favorite Songs and Choruses 
For All Occasions! — 


This will probably be the last month of 
the special introductory price on this new 
book. The work is now on the press. As 
we have said before we are still convinced 
that this will prove to be the best all 
around community book ever issued. We 
have endeavored to include all those favo- 
rites, old and ‘new, sacred and secular, 
grave and gay, that will appeal to every- 
one. Our book is adapted for unison sing- 
ing, but many of the songs are so arranged 
that they may be sung in four-part har- 
mony. 

The special introductory price in ad- 
vance of publication is 10 cents per copy, 


postpaid. 
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Light, More Light 
By James Francis Cooke 


This note is being written while Mr. 
Cooke is in Europe where he spent the 
months of March, April, May and June. 
During his absence we are taking advan- 
tage of the opportunity to call to the at- 
tention of our friends and readers a book 
from the pen of James Francis Cooke, 
published by Dorrance & Co, This is not 
a musical literature work in any way but 
everyone will find something satisfying in 
what they read in “Light, More Light.” It 
means so much to everyone, particularly 
those in professional walks of life, to de- 
velop attractive characteristics and ability 
to keep life “sweetened” through adher- 
ence to those fundamental principles that 
an analytical mind is sure to discover have 
meant almost everything in the great tri- 
umphs of the outstanding men and women 
of real worth in this world of ours. ‘The 
author in his years of literary and edi- 
torial work has had remarkable oppor- 
tunities to discover these principles in his 
wide contact with so many of the world’s 
personal luminaries. These principles are 
set forth in a most happy and understand- 
able manner amplified by around 200 in- 
spirational quotations from the great writ- 
ers of history, sacred and secular, giving 
the reader between the covers of this book 
a veritable treasury of inspiration and 
guidance that unquestionably will direct to 
the secret of real life’s success and peace 
of mind, realization of aspirations and 
courage of spirit. There is a beautiful 
spiritual background to this volume, but it 
does not work at cross purposes with the 
tenets of any denomination, nor does it 
embrace any new school of thought that 
will set any faiths aside. If your local 
book dealer cannot supply you with this 
book, order from us. Price $1.50. 


A Book of Indoor Marches 
For the Pianoforte 


Indoor marching presents some problems. 
Owing to the comparatively limited space 
in which it has to be done, ee eting 
frequent turns and often with covere 
floors, it is impossible to use the ordinary 
military march in double-time at 120 steps 
to the minute. For indoor marching one 
must use marches with four counts to the 
measure, a step to each count, and the 
usual rate of progress is about 96 steps to 
the minute. Only marches with direct 
steady rhythm and without any fanciful 
flourishes, will answer the purpose. In 
this new book we have assembled a number 
of marches which are just right. Some of 
these marches will prove fairly familiar 
while others are brand new. In all cases 
only those themes in each march which are 
suitable for the purpose are incorporated. 
Undesirable portions in any march are 
omitted. The book has been prepared by 
one who has had a wide experience in 
playing for fraternal bodies. 

The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid. 


Playtime Book for 
the Pianoforte 
By Mildred Adair 


Young beginners are in luck these days 
to have such attractive material upon which 
to work. We take pleasure in announcing 
the publication of a new book by Mildred 
Adair whose Five Little Tunes for Left 
Hand Alone has proven so popular. The 
new work is entitled Playtime Book and 
il is one of those little books that may be 
taken up as soon as the pupil can locate 
Middle C on the staff and on the key- 
board. After the rudiments have been 
learned this book can be used almost like 
an instruction book or it can be carried 
along with any simple Instruction book or 
Kindergarten Method. According to mod- 
ern ideas it starts right off with the two 
clefs, beginning with Middle C and one note 
ubove and one note below. Each little tune 
has an appropriate text and a little line 
drawing accompanying it. The book works 
its way along gradually through the easy 
Keyes finally introducing the One Octave 

cale. 

The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid. 
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used as a gift volume. Every n 
then one has occasion to seek 
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Junior Anthem Book for — 
gies Voices with Piano 
Or Organ Accompanimer 
Selected, Edited and 
Composed by La 
Edward Shippen Barnes 
Many of the Standard Ant! 
themselves very readily to ad 
unison’ singing. In on sir 
looks for breadth of style and 
organ part affording good suppo' 
singers. In this new work Mr. 
selected a number of very 
and brought them within th 
average unison choir. All of 
are of sterling merit, there 
trashy or commonplace in 
the anthems are easy to 
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The special in ¢ y 
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postpaid. 


Forty Negro Spirit 
By Clarence Came 
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Album of Cross-Hand 
Pieces for the Pianoforte 


Now that the Album of Thirds and 
Siwths is on the market, we are going right 
on with the Sixth Volume of the Series of 
Study Pieces for Special Purposes. In the 
new volume will be found pieces introduc- 
ing all sorts of cross-hand effects and also 
passages for alternhating-hands. Just as 
in the preceding volumes of the series, 
these pieces will be of intermediate grade. 
The pieces in all cases are very attractive 
musically, so that the practice of each 
technical device proves a real pleasure. 

The special introductory price in ad- 
vance of publication is 80 cents per copy, 
postpaid. 


Melodious Study Album 
For Young Players 
By A. Sartorio 


Sartorio is one of the most successful 
composers of pianoforte teaching material. 
His studies, pieces and arrangements, both 
solo and ensemble, have met with much suc- 
cess. Therefore, we are greatly pleased to 
include in our catalog this, the latest set 
of studies from his prolific pen. These 
melodious studies are somewhat easier than 
the Sartorio studies we have heretofore 
published and may safely be given to stu- 
dents early in the second grade. Their 
melodious qualities are sure to attract the 
pupils interest and the clever introduction 
of the desired technical figures will sup- 
ply the requisite amount of training. 
Teachers who use Sartorio studies have no 
difficulty in getting students to practice. 
While this work is in preparation teachers 
may order copies at the special pre-publi- 
cation price of 30 cents, postpaid. 


Six Recreation Pieces for 
Four Hands for 

Teacher and Pupil 

By Georges Bernard 


This-is one of the best little sets of 
Teacher and Pupil duets that we have 
seen in a long time. Although the pupil’s 
part lies in the first grade as it should, 
the teacher’s part is more than usually 
interesting. The use of this book will be 
a relief from some of the more conven- 
tional Teacher and Pupil duets that are 
so often heard. Georges Bernard is a 
contemporary French writer who special- 
izes in Teaching and Drawing-Room 
pieces. He has the rare gift of original 
melody. 

The special introductory price in ad- 
vance of publication is 385 cents per copy, 
postpaid. 


Twenty-Four Melodious 
and Progressive Studies 
For the Pianoforte 

By C. Gurlitt, Op. 131 


This excellent work will soon be placed 
onthe market and this will probably be 
the last month in which it may be obtained 
at the special advance of publication price. 
This edition will appear in the attractive 
new garb of the Presser Collection, artis- 
tically and substantially bound, printed 
from brand new plates on a superior 
quality of paper and carefully edited by 
experienced, practical musicians. ‘Teachers 
who are familiar with the Gurlitt studies 
should become acquainted with this excel- 
lent new edition. ‘Those who are not using 
them are urged to give these studies a 
trial and see how readily the pupils take to 
them because of their tunefulness and in- 
teresting qualities. The special price at 
which the studies may be ordered in ad- 
vance of publication is 30 cents, postpaid. 


New First and Third 
Position Album for 
Violin and Piano 


This new Album will prove exceedingly 
attractive. It is designed to supply 
material for the student who is being 
emancipated from the First Position alone. 
Next to the First Position, the Third Posi- 
tion is probably the most useful on the 
violin and a combination of these two 
positions gives the player a wide range. 
In this Volume will be found several pieces 
which may be played either in the First 
or Third Position, other pieces in which 
both positions are employed and_ still 
others which are entirely in the Third 


Position. Some very popular composers 
for the violin are represented and also 
some very fine arrangers. A partial list 
of the pieces includes the following: 
Golden Wedding, Karganoff-Hartmann— 
First Mazurka, Lehrer—An Old Air, 
Haesche — Cantilena, Tolhurst — Grazioso, 
Bohm. There are many others equally 
good. 

The special introductory price in ad- 
vance of publication is 50 cents per copy, 
postpaid. 


Himalayan Sketches 
Suite for Piano 
By Lily Strickland 


Lily Strickland is a very successful 
woman composer. Of late years she has 
been residing in India where she has had 
abundant opportunity for absorbing local 
color. One of the direct results of this 
experience is her Himalayan Sketches for 
the Pianoforte. This delightful character- 
istic suite is now in the hands of our 
engravers. It is founded upon native In- 
dian themes and although not difficult to 
play it is very unusual in many ways. 
This set of pieces would make a splendid 
program novelty, The book will be made in 
handsome style and will be a most attrac- 
tive addition to the library of any pianist. 

The special introductory price in ad- 
vance of publication is 60 cents per copy, 
postpaid. 


Twenty-five Primary Pieces 
For the Pianoforte 
By N. Louise Wright 


This is neither an Instruction book nor 
a Study book. It is just as described in 
its title, a set of Primary Pieces. These 
are short and tuneful, just right for rec- 
reation purposes but at the same time 
very instructive. They are in contrasting 
styles covering a wide melodic and 
rhythmic range. Both clefs are employed 
throughout and the pieces lie in various 
easy keys. This is an excellent supplement 
to any Instruction book or to the First 
Grade of any Graded Course. Miss Wright 
is well known as a successful writer for 
young students. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. - 


Brehm’s First Steps 
For Young Piano 
Beginners 

Teachers like to have a variety of ma- 
terial from which to select studies for their 
pupils. Especially is this true with young 
beginners. Sometimes a teacher is called 
upon to start, at the same time, two or more 
children of one family in the study of the 
piano, and to give each the same book might 
lead to unsatisfactory results. As an al- 
ternate beginners’ book this little work 
should prove most helpful, especially to 
teachers who prefer to have the beginning 
student’s work for the first few lessons to 
be devoted entirely to the treble clef. This 
little book was very popular with teachers 
when formerly published by Brehm Bros., 
and the new revised and enlarged edition 
will be quite attractive. The advance of 
publication cash price is 25 cents a copy, 
postpaid. 


H. M. S. Pinafore 
Comic Opera 
By Gilbert and Sullivan 


H. M. S. Pinafore, first produced in 
1878, is considered the most successful of 
all the long series of remarkable light 
operas written by Sir Arthur Sullivan. It 
is a genial satire on English officialdom; 
and interspersed with the delightfully hu- 
morous lines of the “book” are sparkling 
melodies, many of which are universally 
whistled and loved. 

When this opera was first given in Eng- 
land it ran for seyen hundred consecutive 
nights—a remarkable run. But great as 
was the popularity which the piece en- 
joyed in England, it was America that wel- 
comed it most delightedly and most eestat- 
ically; and ever since then it has consist- 
ently gained in popularity throughout 
America and the world. This opera is well 
suited to amateur production. 

The advance of publication cash price 
is 50 cents, postpaid. 


(Continued on page 554) 
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The Prize of One Thousand Dollars, 
offered by the National Opera Club of Amer- 
ica, through the National Federation of Music 
Clubs, for the young woman singer best 
equipped for grand opera, has been divided 
between Kathryn Witwer, of Chicago, and 
Wilda Hopkins Burke, of Baltimore. Oper- 
atic debuts and other honors promised the 
winner have not yet been decided, since the 
winner happens to be “twins.” 
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The Cincinnati May Musical Festival, 
rrom May 8rd to 7th, upheld its brilliant tra- 
ditions. The chief offerings were Pierné’s ora- 
torio, “St. Francis of Assisi,” Beethoven's 
“Missa Solemnis,”” supplemented by selections 
from “Fidelio,” and a final program of scenes 
from Russian works. Frank Van der Stucken, 
the veteran leader of these great events, again 
held the baton; and among the leading solo- 
ists were Iorence Austral, Dan Beddoe, Ed- 
ward Johnson, Richard Crooks, Fred Patton, 
Marie Sundelius and Nevada Van der Veer. 


The First Orchestra organized in the 
Japanese community of Honolulu, for the in- 
terpretation of classical occidental music, gave 
on April 22nd its initial concert in the Nuuanu 
Y. M. C. A. It is composed entirely of young 
Americans of Japanese ancestry. Its aim is 
to counteract jazz and to interest young people 
in standard compositions. M. Motoyama is 
the conductor, and on the first program were 
Schubert’s “ ‘Unfinished’ Symphony.” Tchai- 
kowsky’s “Chanson Triste,” and Japanese mu- 
sic played on Japanese instruments. 


The Société des Concerts du Conser- 
vatoire, of Paris, was founded on April 24. 
1828, and thus is nearing its centenary. In its 
appreciation of the great genius of Beethoven 
and the celebration of the centennial of his 
death, the Société des Concerts is combining 
its celebration with that of the great master. 


Mrs. Dorothy Benjamin Caruso has 
presented to Edward Johnson, American tenor 
of the Metropolitan Opera Company, the op- 
eratic costumes worn by her husband as Des 
Gricuz, in ‘Manon,’ Samson, in “Samson et 
Delila,” and as Rhadames in “Aida.” 


The Rochester American Opera Com- 
pany, with Eugene Goossens as conductor, 
gave a week of performances in New York, be- 
ginning April 4th. Mozart’s “Marriage of Fi- 
garo”’ and “Elopement from the Seraglio,” and 
Puccini’s “Madame Butterfly,” were the operas 
presented. All were given in English, and 
with such success that already a movement is 
started to establish a permanent New York 
organization, with influential backing, for the 
production of opera in English. The art of 
Mozart proved especially adapted to this pur- 
pose. 


_ The Manuscript of “Das Rheingold,” 
in its original form and autographed by Rich- 
ard Wagner, was sold at auction at the Ameri- 
can Art Galleries of New York, on April 26th, 
to Dr. A. S. W. Rosenbach, of Philadelphia, 
one of the world’s greatest collectors of rare 
books. This is the only original score of a 
W agner opera in America, and it brought a 
are of sixteen thousand and four hundred 
ollars. 


The Organ of the Trocadero, consid- 
ered by many as the finest concert organ in 
Burope, which had become practically un- 
playable, has been recently put into complete 
repair, thanks to a fund started by an Ameri- 
can yisitor. It was originally built for the 
Paris Exposition of 1878. 


COMPETITIONS 


A $1,000 Prize for a Composition for 
Organ and Orchestra, is offered by the Na- 
tional Association of Organists, through the 
generosity of the Estey Organ Company. 
Contest closes December 1, 1927. Particulars 
from the National Association of Organists, 
Wanamaker Auditorium, New York City. 


For a String Quartet, a prize of one 
thousand dollars is offered by the Community 
Arts Association of Santa Barbara, California. 
The cometition is open to composers of the 
world, and closes February 15, 1928.  Par- 
ticulars from George W. McLennan, Santa 
Barbara, California, U. S. A. : 


A Prize of Five Hundred Dollars for 
a male chorus is offered by the Associated 
Glee Clubs of America. The competition 
closes December 1, 1927. Particulars may be 
had from the Secretary of the sponsoring or- 
irae 113 West 57th Street, New York 
‘ity. 


A Prize of One Thousand Dollars, for 
a sacred or secular cantata, is offered by the 
Friends of Music Society. The contest closes 
November J, 1927. Full particulars may be 
had from Richard Copley, 10 East Forty-third 
Street, New York City. 


A First Prize of $5,000, a Second 
Prize of $3,000, and a Third Prize of 
$2,000 are offered by the Musical Fund So- 
ejety, of Philadelphia, for compositions in 
chamber musie form. The competition closes 
December 31, 1927. Particulars may be had 
from the Musical Fund Society, 407 Sansom 
Street, Philadelphia, Pennsylvania. 


The Swift Prize of One Hundred Dol- 
lars is offered this year for a setting for male 
voices, with piano accompaniment, of Blow, 
Blow, Thou Winter Wind, from Shakespeare's 
“As You Like It.’ The contest closes Sep- 
tember 15th, and full particulars may be had 
from D, A. Clippinger, Kimball Building, Chi- 
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Matilda B. Rhettenbock 


It is always a fortunate thing 
when a business house secures as a 
new employee, an individual whose 
business record elsewhere has been 
of the best. In 1911 we secured the 
services of a young lady who had 
started as a stenographer with a 
Printing and Publishing Co., and 
gained promotion to the head of the 
office force of that company. Such 
were the good credentials held by 
Miss Matilda B. Rhettenbock when- 
she entered our employ, 

For a very short time Miss Rhet- 
tenbock was temporarily attached 
to Tar Ervupp Subscription Depart- 
ment, later being added to the office 
force of the Retail Department 
where in Cashiering and Billing 
work for about five years, consider- 
experience was gained that 
stood her in excellent stead when 
assigned to the Bookkeeping Dept. 
of our national Mail Order business. 

For a number of years in the 
Bookkeeping Department, Miss Rhet- 
tenbock had full charge of the sec- 
tion doing the accounting work on 
the business given us by schools and 
solleges (which include all the Sister 
accounts) and the Foreign accounts. 

The development of business made 
it imperative that our Publicity 
Department be better organized in 


able 
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the management of our gigantic 
7;O} mailing lists and Miss Rhettenbock 
was selected for this important posi- 


tion, 

Our list department is without 
equal anywhere in the entire music 
industry and Miss Rhettenbock’s 
interest in having her force keep it 
ip to the peak of perfection never 


The Manger and the Star— 
Choral Cantata for Christmas 
By R. M. Stults 


There is always a demand for new 
Christmas Cantatas. We have now in 
preparation a very good one and we can 
promise that this work will be ready well 
in advance of the time when rehearsals 
are necessary. Although not difficult to 
sing, there is interesting work throughout 
both for the four soloists and for the 
chorus. The Christmas Story is told in 
Biblical quotations and in selections from 
Famous Hymns. The music is well up to 
Mr. Stults’ standard and it is perhaps the 
best that he has done in this line. No mis- 
take will be made in selecting this work 
for production at the coming Christmas 
Season. 

The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid. 


Beginner’s Method 
For the Saxophone 


The saxophone is the most popular in- 
strument of the day, particularly in radio, 
theatre and cafe orchestras, and the de- 
mand for good players far exceeds the sup- 
ply. The comparative ease with which one 
can learn to play a few tunes on this in- 
strument has led to the publication of 
many so-called “self-instructors.” Some of 
these give a modicum of satisfaction but 
our vast experience with the musical pub- 
lic Indicates that there is a demand for a 
saxophone instructor that a practical 
teacher can use in giving an ambitious stu- 
dent a good foundational training in the 
playing of the instrument. This Beginner's 
Method for the Saxophone is being pre- 
pared under the personal supervision of 
Mr, H. Benne Henton, a recognized author- 
ity on the instrument, and when pub- 
lished will be the most comprehensive 
work of its kind, Prior to the publication 
of this saxophone method we are giving our 


patrons an opportunity to secure a copy 
of the first edition at the very reasonable 
price of 40 cents, postpaid. 


Book of Part Songs 
For Boys With 
Changing Voices 

This book represents the solution of a 
problem which has confronted school music 
supervisors for years. It is splendidly 
adapted to the needs of the boys who, un- 
dergoing such an interesting and critical 
period of their growth, are eager to sing 
but are seldom furnished with anything like 
suitable material. These numbers may be 
sung either in unison, two, three or four 
parts, thus being practicable for use in 
classes, boys’ clubs, camps, ete. The ad- 
vance of publication cash price is 30 cents, 
postpaid. 


Piano Dialogs 
By Helen L. Cramm 


We advocate the use of four-hand pieces 
at as early a stage as possible as there 
is nothing so well adapted to inculcate 
steadiness of rhythm and the idea of play- 
ing together, so useful in all branches of 
music, Miss Helen L. Cramm has been 
extremely successful in her writing for 
the young student. In this, her latest 
book, she has made a set of very easy 
duets. In these both players are well taken 
care of and the attractive little pieces are 
well balanced throughout. 

The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid, 


Advance of Publication 
Offers Withdrawn 


Three works have been withdrawn from 
the Advance of Publication offers and 
they are named and described in the fol- 
lowing paragraphs, 

Beginner's Voice Book, by Frantz Pro- 
schowski. This is one of the greatest con- 
tributions along educational lines ever 
made to the vocal world. It will be a won- 
derful teaching help for all voice teach- 
ers and it is unlike other vocal methods, 
in “that in addition to taking the student 
step by step upward in the vocal art, it 
also gives much information upon the ru- 
diments of music, developing a knowledge 
of musicianship along with progress in 
the vocal art. There is much illuminating 
information upon the physical equipment 
of the singer along with clearly explained 
illustrations. In all, this is a very sub- 
stantial volume and is cloth bound. Those 
who ordered in Advance of Publication 
obtained a real bargain, because the ad- 
vance price was much too low for so costly 
a book as this. The Advance of Publica- 
tion price, of course, was withdrawn im- 
mediately upon publication, the regular 
price now being $3'00. 

First Garland of Flowers, by Julius 
Weiss. This is a famous collection of 
easy violin solos in first position. Prepa- 
ration of this superb new edition which is 
appearing in the new matchless Presser 
Collection was done by Otto Meyer; the 
violin teachers who know of the fine edit- 
ings of Mr. Meyer will prefer this edition 
to any others. “First Garland of Flowers” 
has been published in the Presser Collec- 
tion in two ways, for violin and piano, 
$1.25, and for violin only, 75 cents. 

A Ragbag, Six American Pieces for 
Piano, by Henry F. Gilbert. These novel- 
ties are written in the modern American 
manner in such a style as to make excel- 
lent and unusual numbers for the recitalist 
and interesting study material for the 
piano student in the fifth grade or there- 
abouts. The price of this work is $1.00. 


Special Summer 
Short Term 

Trial Subscription 
Offer—Only 35 cents 


To introduce Tue Erupe Music Maca- 
zine to those music lovers not already 
familiar with our publication, we offer the 
June, July and August issues for the small 
price of only 35 cents. This is less than 
cost. Everyone interested in music has 
here an opportunity to become acquainted 
with Tue Ervupe Music Magazine. Tell 
your friends about the offer. As _ these 
three numbers will contain about 60 selec- 
tions of music, 35 cents is a mighty small 
investment, 


Fine Rewards for 
New Etude Subscriptions 


Note below the specially selected articles 
which we will give for the next six weeks 
to our musical friends who send to us new 
Ervupe Music Macazine subscriptions (not 
their own). All articles carry the manufac- 
turer’s guarantee and we are delighted to 
be able to offer them to the well wishers 
of Tur Ervpr. Just interview a musical 
friend, collect $2.00, make your selection 
and we will do the rest. 

Envelope Change Purse, in blue, green, 
tan, brown or black leather, one new sub- 
scription. 

Pocket Comb and Nail File, packed in a 
neat black leather case. Just the thing 
for milady’s hand bag, one subscription. 

Vanity Case, in gold or silver cloth with 
mirror and comb, one subscription. 

Lingerie Pins, gold front, one subscrip- 
tion. 

Friendship Pin, with four pearls, solid 
gold with safety catch, four subscriptions. 

Ladies’ Tourist Case, containing brush 
and comb, nail file, tooth brush holder with 
tooth brush, soap cup and shoe buttoner. 
Only six subscriptions. 

Celluloid Tooth Brush Holder, an in- 
dispensable article at times, one subscrip- 
tion. 


Etude Clubs 


_ Note the splendid combination of high- 
class magazines with Erupe on the inside 
third cover. Here is an opportunity to 
stock up for the balance of the summer 
and early fall with the best the publishing 
world produces. Write to us for prices of 
other magazines in combination with 
Ervupe not shown in the advertisement 
and save money. We will be glad to give 
inquiries quick attention. 


Look Out for Swindlers 


Every day letters of complaint come to 
us from our musical friends that copies are 
not reaching them even though they have 
paid an affable stranger $2.00 or more for 
a year’s subscription. Beware of the so- 
called “ex-service man,” the slick chap tell- 
ing a sad story about the hardships of 
working his way through college, widows 
with a large family to support, etc. 
Ervpe does not require a sympathetic, 
“sob-sister” story to enlist the interest of 
a music lover. Therefore, beware of the 
glib-tongued stranger with a hard luck 
tale. Pay no money to anyone unless you 
are convinced of his or her responsibility. 
We cannot be responsible for the work of 
swindlers. 


Changes of Address 

When changing your address be careful 
to advise us at least four weeks in advance, 
giving both your old and new addresses. 
Magazines are second-class mail matter 
and a notice to the postmaster when chang- 
ing an address is not sufficient. Second 
class mail matter will not be forwarded 
and failure to advise us will mean loss of 
subsequent numbers going to the old ad- 
dress. 
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Advertisement 


FUNDAMENTAL STUDIES IN 
VIOLONCELLO TECHNIC — 


By GEORGE F. SCHWARTZ 


HE text matter in this volume alone is worth the price 
book. Careful explanation is given of many things in the 
of the instrument; correct position of arm, 
fingers, correct bowing position; the three clefs; intonation; 
Detailed guidance is given with a number of the studies an 
gether all that will help in mastering the fundamentals o 
Certainly this set of studies with the ill 
matter accompanying them should do much toward giving 1 

hand opportunity of appreciating the possibilities of the ‘cello. 


PRICE, ONE DOLLAR 


THE PRESSER PERSONI 
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Mathilde A. G 
Miss Golze, like a number of 
viduals holding the im 
positions in our organization, sti 
with us in the formative di 
life and through years of faith 
painstaking service and accum 
tion of knowledge, deservedly gair 
a position of responsibility. 1%, 
iss Golze is Assistant to 
Head of the Bookk oe i 
vises all the girls ir dep 
ment, There is a great amoy 
responsibility resting upon anye 
having a position toward 
there focuses the work of a g 
number of others handling the 
mendous amount of bookkeeping 
tail in our large business. 
Miss Golze is able to fill 
position the more efficiently 
cause of a complete understand! 
of every side of the duties p) 
upon her, due to the expe 
gained in other en of 
organization, serving music bu 
by mail. 
Although Miss Golze came 
us in 1906 as a Bookkeeper, fr 
the years of*1907 to 1922 she 
mail in the Mail Order departme! 
sorting it for delivery to the pr 
departments and individuals 
eventually had charge of quite 
force of workers, necessary to t 
reading of a large yolume o€ 
ing mail. There also were 
years spent as head of the Compl 
and Adjustment Department. 
Miss Golze and the large corps 
capable bookkeepers in our Accow 
ing Department are well able to e: 
for their share of the work ine! 
to our handling the business 
which we are favored and they 
never object to our having increa 
business demanding more work, 
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WHAT THE VOCAL ST 
SHOULD KNOW 


By Nicholas Douty 


An introduction to the art of sin 
daily exercises for all voices selected 
works of the great masters of singing. 1 
tells in an interesting manner the ii tan 
ciples that will guide the vocal student 
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???Ask Another??? 
many piano sonatas did Bee- 


ro 


en was Bach born? 
t is meant by poco a poco strin- 


at nationality is Paderewski? 
lat is a spinet? 

no wrote “Aida?” 

what opera does Hans Sachs ap- 


at is a triad? 
it is the Italian term for “becom- 


n what melody is this? 

4 

ft 
mem. {| 


ne 
Pie 


end in answers to these ques- 
wers will appear next month.). 


ers to Last Month’s Questions 
ne is heard by the ear and a note 


‘paper. ‘ 
wrote the “Messiah.” 
| is a composition for solo voices 
‘oduced with action, scenery and 
accompanied by full orchestra. 
three or more ,tones played 
in intervals of thirds (or 
such tones). 
means increasing in volume 


lin invented the “Harmonica,” an 

having revolving glass discs. It 

of use. 

ter a note lengthens the time 

note by one-half its value. 

e' a composition for four 
instruments. 

was born in 1770. 

y is “All Through the Night,” 


ly Anniversaries 

A of the following musi- 
celebrated in July. Perhaps 
ican honor their days by play- 
leir compositions at your July 
ngs. You might also look up 
sting details from their biogra- 


ARIES 


Christoph Willibald von 
n in Germany, 1714. 
‘Stephen C. Foster, com- 
wanee River,” “My Old Ken- 
and other famous plantation 
in Pittsburgh, 1826. 
rl Czerny, composer of 
, died in Vienna, 1857. 
th, Johann Sebastian 
zig, Germany, 1750. 
nth, Robert Schumann 
, 1856. 
, Franz Liszt, Hungarian 
ser, died in Bayreuth, 


18 


Corner 


d a music club which is 
Junior Music Club. There 
» senior group and the 
study the lives of the 
| keep note-books for musi- 
len we have a program of 
works. Then we play musical 
long to the National Federation 
* From your friend, 
ABETH Bosserr (Age 14), 


Michigan. 


CONDUCTED BY ELIZABETH A.GEST 


Glenn’s Airplane Ride 


By Rena Idella Carver 


Gienn had been watching the airplanes, 
and it was with reluctance that he went 
indoors to practice. But suddenly a lovely 
thought came to him and he began work 
with vigor. 

He would play he was a “bird-man” and 
go for a ride. He must don an aviation 
suit and get into position with straps in 
place. 

“Let’s see, he said, ‘I would better find 
out if my machinery is well oiled and test 


te 


Taking" the Mine 
6 ee ES, 


my motor.” As he played some chords 
he was careful to relax thoroughly. Then 
he did octave studies to further loosen up 
the playing mechanism, after which he 
diligently practiced finger exercises, both 


staccato and legato, loudly and softly, 
heavily and lightly, slowly and swiftly. 

Starting the metronome he said, “Guess 
I'll see how she works. Just a little 
velocity work next, and then some real fly- 
ing. This is great fun! There’s fun in 
most everything if one can only find it.” 

Now he was truly taking the air, for 
scales were played very slowly and care- 
fully in different touches; then a little 
faster, then faster still, and finally he 
fairly flew up and down the keyboard as 
he climbed and dived and climbed and 
came down. 

Setting the metronome down a notch, he 
played in contrary motion, pretending that 
he was racing with the other planes, for 
there were five in the city that day. 

“T shall play a piece [ have memorized 
and watch the beautiful cloud effects as 
I glide high up in this gentle breeze,” said 
Glenn. 

“Why not throw ribbon bombs over the 
parade!” he exclaimed. 

He was heard playing “skips’—one oc- 
tave—two octaves—three octaves—climb- 
ing and dropping through the air. 

“Now for some stunts,” he said. He 
dipped and swung and curved with “broken 
arpeggios.” He made a staff in the air 
and wrote some chords and a “tune” that 
was running through his mind. 

Just then the dinner gong sounded and 
he jumped up with a shout of joy. 
“Whew! It must be dinner time and I 
practiced all that time. The airplanes will 
be up soon again. How I shall enjoy 
watching them.” 


A Boy’s View of Music 
By Newell Bush (Age 13) 


Tue rirst that I ever thought about 
music was when my mother told me that 
I was to begin to take piano lessons. 

I do not remember clearly my sensa- 
tions then, except that I thought that 
music was a necessary part. of my educa- 
tion; for it seemed to me that everyone 
studied music. I continued these lessons 
for about two years, making, as my teacher 
said, rapid progress. 

Meanwhile, my mother had joined the 
Summer Opera chorus, which opened up 
another phase of musical experience for 
me, as I was thus enabled to attend the 
opera nearly every night. I heard many 
masterpieces of the best composers, such 
as Verdi, Wagner and others. The gay, 
coquettish and wild opera, “Carmen,” 
filled me with delight; while the tragic 
and sad operas, “Rigoletto” and “Tann- 
hiiuser” were sources of emotions that 
I had never known before. 

By this time my piano lessons had be- 
come rather dull, so I decided to discon- 


tinue them, I have regretted this since, 
but for two years my musical education 
was practically at a standstill. The year 
I entered the seventh grade in school, I de- 
cided to begin again in the school piano 
classes. I enjoyed the class work; and, 
as it was not permitted to get dull, I have 
been studying ever since. 

Now I consider music part of my life, 
Although my education in this line is far 
from complete, I feel that I have accom- 
plished much. 

Another thing about music that always 
thrills me is that it is the pictures to any 
book and the life to any story. Many 
times as I have been investigating the 
mysteries of Sherlock Holmes, or fighting 
Indians in Cooper’s “Leatherstocking 
Tales,” I have been thrilled by someone 
turning on the radio so that it received a 
wild tale of love and adventure from some 
orchestra or pianist. 


(Continued on page 556) 
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Tone Fairies 
(For Very Little Juniors) 


By Elizabeth Blackburn Martin 


(Teacher ) 
“Five little Brownies, one by one, 
Danced about in noonday sun, 
As E, G, B, and D, and F, 
Hopped to lines on the treble clef. 
Now, name the lines of treble clef.” 
(Children) 
“E, G, B, and D and F.” 


(Teacher) 
“Four little Fairies danced with glee, 
F, and A, and C, and E; 
As each one showed a smiling face 
Peeping through a treble space. 
Now children, say their names to me.” 
(Children) 
“KF and A, and:C, and’ BR,” 


(Teacher ) 

“Four other Fairies danced with glee 

A, and C, and E, and G, 

As each one proudly took her place 

Peeping through a bass-clef space. 

Now, children, tell their names to me.” 
(Children) 

“A, and C, and E, and G.” 


(Teacher ) 

“Five other Brownies came that way, 

G, B, D, and F, and A, 

As each dark fellow found a line 

Very near the bass-clef sign. 

Now, what new Brownies came that day?” 
(Children) 

“G, B, D, and F and A.” 
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If one little finger 
Makes a mistake, 

Lots of time to correct it, 
It surely will take. 
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The Choir Master 


Each Month Under This Heading We Shall Give a List of Anthems, 
Solos and Voluntaries Appropriate for Morning and Evening 


Services Throughout the Year. 


Oppesite “a” are anthems of moderate difficulty, opposite “b” those of a simple type. 


Any of the works named may be had for examination. 


able and the discounts the best obtainable, 


Our retail prices are always reason- 


CHOIR MASTER’S GUIDE FOR SEPTEMBER, 1927 


SUNDAY MORNING, September 4 
PRELUDE 


Organ: Pensée d’Autumne ...Strang 
Biatio s..- Bullaty ia aniseed Jarnefelt 
TE DEUM 


(For liturgical services)... Woodward 
ANTHEMS 
(a) By Cool Siloam’s Shady 


Pall Sone oeseatee 5. WILEE Day 
Pp) Near: Lhy: Sideraseur: 9 <iciats Pike 
OFFERTORY 
When I Survey the Wondrous 
Grose dae be. as tees Hope 


(Baritone Solo) 
POSTLUDE 


Organ: Grand Chceur 
Cuthbert Harris 

Piano: Jesus, Lover of My Soul 
Goerdeler 


SUNDAY EVENING, September 4 
PRELUDE 


Organ: Vox Angelica ...... Henrich 

Piano: Hark, Vesper Bells. .Johnson 
MAGNIFICAT AND NUNC DIMITTIS INF 

(For liturgical services)...... Simper 
ANTHEMS 


(a) Blessed are the Merciful. ..Reed 


(b) I Think of Thee, My God. Marks 
OFFERTORY 


Ye Must Be Born Again....: Forman 
(Tenor Solo) 


POSTLUDE 
Organ: Postlude in D Minor.Hosmer 
Piano: Triumphal March 


C. C. White 


SUNDAY MORNING, September 11 
PRELUDE 
Organ: Meditation 


Piano: 


tks ws te Hosmer 
Dream of an Angel...d’Orso 


ANTHEMS 

(a) O Love that Casts Out Fear 

Huerter 

(b) Be Thou My Guide.........Dale 
OFFERTORY 

The Lord is My Light..... 22 Ambrose 

(Duet for S. and T.) 

POSTLUDE 


Organ: March of the Noble 
Keats-Barrell 
Piano: March of the Acolytes 
Pitcher 


SUNDAY EVENING, September 11 
PRELUDE 
Organ: Tender Thoughts 
Engelmann-Mansfield 
Piano: O Sanctissima ...... Thomas 
ANTHEMS 
(a) Come, Thou Almighty King 
Marshal-Loepke 
(b) The Lord is My Shepherd 


MacFarren 
OFFERTORY _ 
There is No Unbelief........ Wooler 
(Soprano Solo) 
POSTLUDE 


Organ: Pilgrims’ Chorus 
Wagner-Orem 
Piano: Torchlight March......Clark 


the country conducting norma 
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FIRST YEAR AT THE PIANO 


A Progressive and Modern Beginners’ Book 


By JOHN M. WILLIAMS 


8 Peli are many teachers who will welcome this noteworthy 
iano method. Some of the features are: 

of the bass clef from the beginning; the hands play in the five 
finger position throughout the entire first part; little rhymes are 
used to give the correct idea of phrasing, phrasing is taught as 
the basis of piano playing and elementary scale work and pedal 
work are covered with attractive study material. 


The author of this method is at pores making a remarkable tour of 


lasses for teachers 
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Music Publishers and Dealers 


SUNDAY MORNING, September 18 


PRELUDE 
Organi: Devotion) ... ..saeene Moter 
Piano: \ [dy Hens scr sssea's eeeiels W ely 
ANTHEMS 
(a) Praise, My Soul, the King 
Of cHeayven: Wskcaue ste ey Galbraith 
(b) Saviour, Source of Every 
Blessing vt eee Dressler 
OFFERTORY 
Bes Still So aeae sieve iasle apices Wooler 
(Alto Solo) 
POSTLUDE 


Organ: Finale wo... Cuthbert Harris 
Piano: War March of the 
PPCIESES Cita cae 2 o' << alytele Mendelssohn 


SUNDAY EVENING, September 18 


PRELUDE 
Organ: Meditation ......... Berwald 
Piano: DWexotione ©: 0. Marks 
(Violin and Piano) 
ANTHEMS 
(a) Give Ear Unto My Words, 
Ou Lordyccce eens de Leone 
(b) Seek Ye the Lord....... Flagler 
OFFERTORY 
Search> Mel OMGads. 2. etn Marks 
(Duet for B. and A.) 
POSTLUDE 


Organ: Coronation March. Meyerbeer 
Piano: Processional March....Verne 


SUNDAY MORNING, September 25 


PRELUDE 
Organ: Emmaus tenes Prysinger 
Piano: Chant du Voyageur 


Paderewski 
ANTHEMS 
(a)™ Blessed Jésus... 0... . Dvorak 
(b) If the Lord Himself......Dicks 
OFFERTORY 
reach iMe Thy Waltman. wee Saar 
(Soprano Solo) 
POSTLUDE 
Organ: Hosanna in Excelsis 
; Armstrong 
Piano: Procession March .....Clark 


SUNDAY EVENING, September 25 


PRELUDE 
Organ: Twilight in Autumn 
Felton-Mansfield 


Piano: Peace of Evening...Foerster 
ANTHEMS 


(a) The Day is Past and Over 


Gillette 
(b) The Lord is My Shepherd 
Gillette 
OFFERTORY 
More Love to Thee......... ....Day 


(Tenor Solo) 4 
POSTLUDE 


Organ: Sursum Corda .......Diggle 
Piano: Gloria from the Twelfth 
Mase) 4.1... Aid ie. cee Ogane 


The introduction 


Price, $1.00 


the piano. 


Philadelphia, Pa. * 


JUNIOR ETUDE—Continued _ 


Junior Etude Contest 


As usual, the Junior Etupe contests 
will be discontinued during July and Au- 
gust. Therefore, the essays and puzzle 
answers that were due to appear in July 
will appear in September, when*the con- 
tests will be resumed. The essay subject 
was “Church Music” and an unusual num- 
ber of excellent essays were sent in. It 
is too bad that there are only three prizes 
to distribute this time. The September 
issue will tell you who were the lucky 
ones. 


DpaR JUNIOR WTUDE: : 

Having gleaned inspiration from ‘Tx 
Ervupp pages since 1913, I have become very 
fond of piano literature. | début into 
this column was made not so long ago, but 
as I am growing too old to feel welcome by 
the majority of readers, I am writing a fare- 
well letter to show my appreciation. 

I am now going to the New Hngland Con- 
servyatory, where my program is piano and 
voice, with all the necessary supplementary 
studies. I hope I shall have success. 

From your friend, 
Mivprep H. V. NicHous (Age 17). 


Dear JUNIOR ETUDE: 

We have been getting Tum Erupp for over 
a year and like it very much. 

Although I am too old to enter any more 
junior contests, I enjoy reading them just 
the same, 

I enjoy music very much, but have no 
teacher now. I have taken about sixty les- 
sons in all. Since reading Tun Erupn I 
have learned a great deal about fingering, 
time, and music in general. 

I live in a small village and have not 
seen any letters from around here in Tup 
JuNion Brupp. 

From your friend, 
Saraw Hannan Rigupr (Age 15), 
North Dakota. 


Letter Box List 


Letters have been received from the follow- 
ing, which we regret we will not have space 
to print: Mary Irving, Claude Chaisson, 
Miller Simpson, Lida Rolan ‘Turner, Olga 
Heavas, Florence Dyer, Laleah Gainey, Doris 
Bahr, Ruth Sperling, Jean Whittle, Flora Ann 
Bunker, Jewell Slater, Violet Chaulkin, Nevart 
Sarkesian, Jack Skinner, Shirley Barnwell, 
Helen W. Kirkmaster, Roberta Reed, Margaret 
F. McKeever, Beryl Harriman, Bvelyn Putney, 
Emma Lillian Clement, Mary Matousek, Ruth 
Carney, Pauline Benvenati, Robert Nelson, 
Marjorie L. Cross and Fern Pettett. 


> 
2 
* 


oe 
69% 


2. 


¥ 
a 


A Junior Etude reader, Yoshito [kuma, sent 
yond gtk with her letter wien aera in 
pril, bu ere was no 5; t 
to be used in that Erude. ee egret 


. an open 


‘ s) 

A Boy’s View of Mus 
(Continued from page 555) 

A few weeks ago my mother had i 
for the Symphony Concert. A 
guest conductor was directing, and 
of his own compositions were on tl 
gram. I found myself wondering 
they would be like, as their composi 
before our eyes. When one of ther 
being played, I was surprised at 
ber of queer instruments that hac 
added to the orchestra. I soon fous 
what it was all about. The musi 
portraying children at play beneai 
pines of a Roman village; and s 
was it being done that I laughed as 
one else was doing. Suddenly my la 
ceased. What was that? The or 
had died down to a low monotone, 
one of the instruments began a ch 
illustrate the murmuring of the pir 
fore the catacombs. Thus it went 
a light and airy dance, and then a t 
tone which held me breathless wit 
pense. 
Music is always like that—sl 
every phase of life from the begga 
to the merry dancing and feastin; 
castle. I hope that music will 
play a part in my life, and I wis 
every American boy and girl wou 
appreciate the enjoyment and ed 
in Music. 


Letter Box 


Dear JUNIOR Brupp: 
I certainly eg 4 THe Ervpbe. 
taken it for about three years and fin 
interesting articles in it, especially 
have no teacher to instruct me. 

I have taken musie for about th) 
one-half years, One of the 
teachers in music said I 
talent and was the best sig 
ever seen, I have many 
have had many teachers. I hoy %y 
and be a great musician some y-2 

Here is my slogan: ‘Practice’ 
also read good musical litera 
kind and try to hear good artists. 


it ! 
om ipota SPLawN (Age 
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Dear JunrioR ETupE: Pe ae * 
I live in far away New da 

you might like to hear 

the first year I have taken TH 

I like it very much, I have 

piano for thes gash My i er 

formed a musie clu : 

Club and Ihave been elected 

therefore I feel very important. 

once a oo and have es, CO 

and a ort program. houlad — 

some of Tun Brupp juniors 

me. . a a: 


Dear JuNIOR ETUDE: — 

I am writing for 
I live in the land of 
heen learning music fe 


sons, 
I live. 
town who study musi 
would like to hear ff 
live on ranches or in dis 
ica, who love music, 
From 

Davip V 

Ch 


Club Corne 
Daye pass: a * 
am going t 
Cleft Club which was 
years ago. We ha’ 
are federated, pan, 
for dues and 
home of our t 
meeting 


our parents and- 
mo that has 


